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This research highlights the compositional elements in the big band music of premier 
American composer, arranger, and educator Ken Schaphorst (b. 1960). A detailed analysis of 
four original big band compositions by Schaphorst will showcase his approach to motivic and 
thematic development, extended solo features, groove changes as tools for development, sonata 
form in modern jazz composition, voicings – both conventional and unconventional, instrument 
pairings, and other unique musical devices.  
Schaphorst’s expansive library of arrangements and compositions can be heard on 
numerous albums; however, his music has yet to receive scholarly attention. Perhaps this is 
because a relatively small number of Schaphorst’s compositions and arrangements have been 
published and are available for purchase. Much of his music has been retained for use in his big 
band and by the premier jazz orchestra that he directs at the New England Conservatory. 
Additionally, Schaphorst is a humble person who does a modest amount of self-promoting. This 
project will take an important first step in showcasing Schaphorst’s big band music and explore 
many facets of his methodical approach to composition in a big band setting. 
Background 
Ken Schaphorst currently serves as the Chair of Jazz Studies and Improvisation at New 
England Conservatory (2001-present) and holds a B.A. from Swarthmore College, an M.M. in 
composition from New England Conservatory (NEC), and D.M.A. in composition from Boston 
University. During his masters in composition at NEC he associated with many jazz students at 
the conservatory. With their encouragement and expressed interest in his music, Schaphorst 
continued to compose in the jazz idiom – something that he had in fact been doing since middle 
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school.1 After graduating from NEC, he continued living in Boston, later pursuing a D.M.A. at 
Boston University. In 1985, while a doctoral student he became a founding member of the Jazz 
Composers Alliance or JCA,2 and initially co-led a big band with tenor saxophonist Robb Scheps 
called the True Colors Big Band. Of this experience Schaphorst recounts, “that sort of turned 
into my first band.” Members in that group were primarily students around Boston from the 
Berkley College of Music and NEC. Jazz pianist and organist John Medeski and tenor 
saxophonist Donny McCaslin were regular members of the group. They would both record with 
Schaphorst many times in the years to come.3 Later in 1991 Schaphorst became the Director of 
Jazz Studies at Lawrence University – a position he held for ten years before returning to NEC.4  
From a young age Schaphorst was intrigued with composition and jazz. His first 
introduction to jazz was playing trumpet in his seventh-grade jazz band. He very much enjoyed 
his experiences in that group and by his eighth-grade year, he decided to write his first piece for 
the ensemble. He recalls the excitement he felt as he listened to his music being played for the 
first time in rehearsal (this first piece was not performed at a concert) and feeling a sense of 
satisfaction with certain passages that pleased him. Schaphorst continued to compose and 
arrange in high school and by the time he graduated, he estimates he had written roughly thirty 
jazz charts.5 
At age sixteen Schaphorst attended a concert by the Philadelphia Orchestra performing 
Béla Bartók’s Concerto for Orchestra. This concert had an indelible impact on him and it 
 
1 Ken Schaphorst, in discussion with the author, March 2019. 
2 Ken Schaphorst, Liner notes for Purple, Ken Schaphorst Big Band by Bob Blumenthal. NAXOS JAZZ 
0747313603022, 1998.  
3 Ken Schaphorst, in discussion with the author, March 2019. 
4 Susan Calkins, “A History of Jazz Studies at New England Conservatory, 1969-2009: The Legacy of Gunther 
Schuller,” (DMA Diss., Boston University, 2012), 262-264. 
5 Ken Schaphorst, in discussion with the author, March 2019. 
3 
 
motivated him to learn more about composition. 6 However, it wasn’t until his junior year at 
Swarthmore College that he changed his major from Economics with a Minor in English 
Literature to a Bachelor of Arts in Music.7  
Musical Approach 
Many compositional approaches are evident in Schaphorst’s four big band albums. While 
each track is unique, a consistent approach to motivic development remains at the heart of each 
work. Motives stated at the outset of a composition develop slowly and organically, giving the 
listener an unhurried, patient progression in his music. This reuse of motives creates a sense of 
musical cohesion, or a logical flow of musical ideas in which each motive has a sense of 
belonging and relationship to what has been stated previously. This helps to make his music 
accessible to both novice and experienced listeners. 
Schaphorst’s music also maintains a connection to the tradition and history of jazz while 
not being limited by it. Influences of blues, swing, modality, Afro-Cuban and Latin-American 
rhythms, in addition to African folk music are important components of his various big band 
compositions. Like Maria Schneider8 and Jim McNeely,9 Schaphorst’s music explores a small-
group combo approach to extended solo sections, while maintaining a focus on intricate 
 
6 College Foundation of North Carolina, “Music Composer/Arranger Interview,” accessed February 28, 2018, 
https://www1.cfnc.org/Plan/For_A_Career/Career_Profile/Career_Profile.aspx?id=sOr2KUlPrjKvRwFEQiy1nQXA
P3DPAXXAP3DPAX&screen=9. 
7 Ken Schaphorst, in discussion with the author, March 2019. 
8 (b. 1960) With twelve Grammy nominations and five Grammy awards, Maria Schneider is one of the leading 
composers and arrangers in jazz today. Her ensemble The Maria Schneider has performed worldwide. Learn more 
at: www.mariaschneider.com. 
9 (b. 1949) Famed jazz pianist, composer, and arranger Jim McNeely is another leading figure in jazz composition 
and arranging. McNeely has performed extensively with the Thad Jones/Mel Lewis Jazz Orchestra, Stan Getz, and 
Phil Woods to list but a few. As an arranger and composer, he was worked with the Frankfurt Radio (HR) Big Band, 
Danish Radio Big Band, Carnegie Hall Jazz Band, Metropole Orchestra (Netherlands), Swiss Jazz Orchestra, and 
the Stockholm Jazz Orchestra. Learn more at: www.jim-mcneely.com. 
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ensemble writing and motivic development. Similar to Duke Ellington,10 Schaphorst’s 
compositions are framed with individual ensemble members in mind. Nuances by individual 
players and a more “loose-limbed and human”11 approach are encouraged over “immaculate… 
ensemble playing,”12 Comparable to Thad Jones,13 Schaphorst shows influences of hard-
swinging melodic passages that are densely voiced with five to six note voicings.14 Analogous to 
Bob Brookmeyer, and as mentioned previously, Schaphorst’s maintains an insistent approach to 
developing musical lines.15 Additionally, his use of traditional auxiliary instruments native to 
Brazil, Cuba, and Africa gives greater authenticity to the variety of grooves found in his 
compositions. These influences combined with his extensive melodic approach create an original 
voice in jazz that deserves attention and study. 
Brief Literature Review 
 Rayburn Wright’s book, Inside the Score which discusses the music of Sammy Nestico, 
Thad Jones and Bob Brookmeyer, addresses melodic and harmonic development briefly but 
primarily focuses on the analysis of voicings and instrument pairings. The three artists chosen by 
Wright represent three jazz luminaries that forever changed how big band composition and 
arranging is conceived today. Wright’s analysis identifies their stylistic tendencies and gives a 
clear view of what is unique about their compositional approaches.16  
 
10 (1899-1974) Pianist, composer, and arranger Edward Kennedy "Duke" Ellington led his famed group, the Duke 
Ellington Orchestra, and composed over 3,000 thousand songs throughout his life. His awards and accolades are 
many. Lean more at: www.dukeellington.com. 
11 Ibid. 
12 Ken Schaphorst, Liner notes for Purple, Ken Schaphorst Big Band by Bob Blumenthal. NAXOS JAZZ 
0747313603022, 1998. 
13 (1923-1986) Jazz trumpeter, composer, arranger Thad Jones performed in and wrote music for the Count Basie 
Orchestra, Thad Jones/Mel Lewis Jazz Orchestra, which he co-led with Mel Lewis, and many others. Learn more at: 
www.livingjazzarchives.org/archives/thad-jones-archive/.    
14 Rayburn Wright, Inside the Score: A Detailed Analysis of 8 Classic Jazz Ensemble Charts (Delevan, New York: 
Kendor Music, 1982), 97. 
15 Ken Schaphorst, “It’s All About the Line: The Pedagogy of Bob Brookmeyer.” JAZZed, March, 2013, 43. 
16 Rayburn Wright, Inside the Score: A Detailed Analysis of 8 Classic Jazz Ensemble Charts (Delevan, New York: 
Kendor Music, 1982). 
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Fred Sturm’s book, Changes Over Time: The Evolution of Jazz Arranging also addresses 
a number of jazz arranging topics such as thematic development, harmonic variations, voicings, 
orchestration, and form and structure. This is accomplished by surveying many different 
arrangements of “three classic jazz compositions and one American popular standard song.”17 
The arrangements included in this book were written between the early 1900’s and early 1990’s, 
which provide thought-provoking insight into how jazz arranging has progressed in the 20th 
century.18   
Jazz Arranging Techniques: from Quartet to Big Band by Gary Lindsay is another well 
respected jazz arranging resource. Unlike Wright’s and Sturm’s books, Jazz Arranging 
Techniques: from Quartet to Big Band does not analyze the music of different iconic jazz 
composers. Instead, it contains the arranging pedagogy of the author himself, who is the Director 
of Studio Jazz Writing at the University of Miami. It outlines a methodical approach, based on 
years of experience, to teaching the mechanics of jazz arranging, starting with the basics and 
moving through very advanced techniques. The book focuses heavily on voicings, instrument 
pairings, the roles of the different sections in the band and their combinations.19  
Project Significance 
In some respects, Schaphorst’s music will be analyzed similarly to how Wright, Sturm, 
and Lindsay examine music in their respective books. Voicings, instrument pairings, and motives 
will be scrutinized in a like manner, and some of the terminology used in these books will also 
be included in this research. Schaphorst’s unique and original perspective of jazz arranging and 
composition will greatly add to the conversation created by Wright, Sturm, and Lindsay. An 
 
17 Fred Sturm, Changes Over Time: The Evolution of Jazz Arranging (Mainz: Advance Music, 1995), 8-9. 
18 Ibid. 




analysis of Schaphorst’s music will highlight his approach to developing motives and themes, 
adapting sonata form in big band jazz composition, creating extended solo features, using 
effective groove changes to aid development, incorporating unique voicing and instrument 
pairing choices, and utilizing other innovative musical devices. This research aims to prove 
informative and useful for both the aspiring and seasoned composer. 
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CHAPTER 1: SETTING THE SCENE 
 Each of the four pieces analyzed for this research contains unique stories that affected 
Schaphorst’s compositional process. The background information on these stories is provided 
below. 
Jobim Background 
Jobim was released on the album Purple in 1998 under the Naxos Jazz label and was 
inspired by Schaphorst’s interest in the music of Brazil. It pays homage to the great Brazilian 
songwriter, composer, and arranger Antônio Carlos Jobim (1927-1994) while including a non-
traditional instrument in bossa nova music, the berimbau.  
 After relocating to Wisconsin to begin work at Lawrence University, Schaphorst became 
acquainted with Dane Richeson, Professor of Percussion at Lawrence University. Richeson is 
known as an incredibly versatile virtuoso percussionist who spent time studying in Bahia and 
São Paulo, Brazil, Ghana, Africa, and Matanzas, Cuba.20 Schaphorst’s association with Richeson 
led him to write for the berimbau. 
 




The berimbau, pictured below,21 is an important instrument used in capoeira, which is a 
form of Brazilian martial arts that resembles dancing. The berimbau is made of a wooden bow 
(or verga in Portuguese) with a hollowed-out gourd (cabaça) attached 
at one end. The bow is connected at both ends by a steel wire (arame). 
A thin stick (baqueta) is used to hit the wire and create sound; the hand 
that holds the stick also holds a rattle made of wicker, called a caxixi 
(pronounced ka-shi-shi). The pitch of the wire can be changed by 
putting a large coin (dobrão) against the steel wire. It is not typical for 
a berimbau to be included in bossa nova music, which is the style 
Schaphorst dictates for this piece; however, Richeson’s playing of the berimbau adds great 
rhythmic and textural depth to the recording.22 Richeson also introduced Schaphorst to Jamey 
Haddad, who is Professor of Advanced Improvisation and Percussion at Oberlin College.23 
Haddad’s expertise in world percussion also contributed greatly to the hand percussion featured 
in Jobim.  
Uprising Background 
Uprising was also released on the album Purple, and inspiration for this work comes 
from John Coltrane’s tune Africa,24 and Nigerian author Chinua Achebe’s best-selling book 
 
21 “Anatomy of the Berimbau,” Capoeira Songbook, accessed April 15, 2020, 
https://capoeirasongbook.wordpress.com/instruments/berimbau/. 
22 To learn more about the berimbau and capoeira, its history and instruments associated with it reference Chris 
McGowan and Ricardo Passanha, The Brazilian Sound: Samba, Bossa Nova, and the Popular Music of Brazil 
(Philadelphia, PA: Temple University Press, 2009), 127-129. 
23 Oberlin College Conservatory of Music, “Jamey Haddad Faculty Bio,” accessed March 15, 2020, 
https://www.oberlin.edu/jamey-haddad. 




Things Fall Apart.25 Uprising is essentially a symphonic poem26 for jazz ensemble that parallels 
Achebe’s fictional novel which explores the tragic events of Africa’s confrontation with 
European colonialists. Uprising tells this story through the voice of tenor saxophone soloist 
Donny McCaslin, who represents the hero and main character Okonkwo, an Igbo (pronounced 
EE-bo) warrior.27 Both the beginning of the novel and Uprising commence in a “very stable, 
[and] comfortable world” says Schaphorst.28 Around measure 64, nearly 40% of the way through 
the piece, tension begins to build. The tension is representative of the entrance of European 
colonialists in Okonkwo’s native tribe.  
These European colonialists and evangelists seek to establish a presence in various tribal 
communities. Over time, Okonkwo’s village is significantly changed with the addition of a 
church, school, new judicial system, and hospital – all created at the hands of the Europeans. The 
village is torn with some supporting these changes while others are utterly repulsed and openly 
reject the intrusion of the colonialists.  
Okonkwo, who is a respected warrior, seeks to put an end to the defilement of his tribe 
and culture. He and others burn the European’s church to the ground and days later, tribal clan 
leaders are tricked into imprisonment at the hands of these white leaders. Upon their release from 
jail, the fearful clan leaders refuse to take up arms against them. Okonkwo can no longer accept 
 
25 Chinua Achebe, Things Fall Apart (New York, NY: Penguin Books, 2017). 
26 A symphonic poem is typically a single-movement orchestral work that has been influenced by some sort of text, 
poem, or narrative. The piece may relate closely or loosely to the text, but the text is to be read by the audience 
before the work is listened to. The piece may also contain several contrasting sections with “transitional passages” 
and unifying motives that tie the composition together. Learn more about the different sections contained in 
Uprising in chapter 3. Don Michael Randel. The Harvard Concise Dictionary of Music and Musicians (Cambridge, 
MA: The Belknap Press of Harvard University Press, 1999), 649. 
27 “The Igbo are the second largest group of people living in southern Nigeria. They are socially and culturally 
diverse, consisting of many subgroups. Although they live in scattered groups of villages, they all speak one 
language.” Learn more: https://www.everyculture.com/wc/Mauritania-to-Nigeria/Igbo.html 
28 Ken Schaphorst, in discussion with the author, March 2019. 
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the desecration of his clan and the tribe’s refusal to fight. He tragically dies at his own hands at 
the end of the book.  
Uprising parallels this story. Schaphorst explains, “I almost feel like the soloist is going 
through a sort of a transformation, trying to figure out something… there’s a lot of tension when 
it goes into 12/8… it’s almost like a tragedy. At the end [of the 12/8 solo] … I almost feel like 
[the soloist] gives up.…that there is no resolution.”29 The dying away or fading of the soloist and 
band, at the end of the 12/8 section before the reprisal of the opening theme, represents 
Okonkwo’s death. The reprisal of the theme is his spirit that lives on.30 
As stated previously, Schaphorst and Donny McCaslin have worked extensively together 
over the years. In the “True Colors Big Band” which Schaphorst co-led, McCaslin would often 
take a solo on the tune Africa. Schaphorst commented, “When I wrote Uprising and I wrote that 
first solo; I was thinking… about Africa, and thinking about how [Donny] played on that and 
sounded so great.” Uprising was written specifically with Donny McCaslin in mind as the 
featured soloist.  
Mbira 2 Background 
 In 2016 Schaphorst released under JCA Recordings the big band album How to Say 
Goodbye.31 The eighth track is entitled Mbira 2 and as the 
name suggests, the work is influenced by mbira playing, but in 
less of a literal sense than Schaphorst’s other composition 
 
29 Ken Schaphorst, in discussion with the author, March 2019. 
30 Ibid.  




Mbira.32 The mbira, pictured on page four,33 is an African instrument that is sometimes referred 
to a as a thumb piano. It can contain anywhere from “five to thirty thin metal or cane tongues” 
and is played with the thumbs and or forefingers.34 The highly diatonic melodies, folk-like 
ostinato in the guitar, and relatively conservative harmonic choices in Mbira 2 are a nod to the 
spirit of mbira music.35  
How to Say Goodbye Background 
The title track How to Say Goodbye on Schaphorst’s most recent big band release 
wrestles with the difficulty of saying goodbye to those who pass away. In the liner notes to the 
album Schaphorst comments, “It seems like an appropriate title for this recording as a whole, 
which owes so much to the lessons I’ve learned from musicians no longer with us.”36 The piece 
is contemplative in nature, and in some ways presents an opportunity for Schaphorst to process 
the difficulties presented by mortality. Included is an extended feature written for trumpeter John 
Carlson. Schaphorst, a trumpeter himself, identifies with the tension and difficulties the soloist 
encounters throughout the composition.  
 
32 In 2003 Ken Schaphorst released a trio album entitled Indigenous Technology on Accurate Records. The album 
featured himself on trumpet, flugelhorn and piano, Dane Richeson on marimba and percussion, and Matt Turner on 
cello. The twelfth track of the album is called Mbira. Inspiration for this work came from Schaphorst’s interest in 
and study of mbira recordings. Schaphorst spent time transcribing and improvising around the ideas he gleaned from 
mbira musicians. He experimented looking for ways to adapt the hand and finger movement of mbira musicians to 
the piano. Melody, harmony, and rhythmic approaches were also examined. Ken Schaphorst, in discussion with the 
author, March 2019. 
33 “Charles Ruhukwa at Work,” Mbira, accessed April 21, 2020, https://mbira.org/what-is-mbira/mbira-
makers/charles-ruhukwa-at-work/. 
34 Don Michael Randel. The Harvard Concise Dictionary of Music and Musicians (Cambridge, MA: The Belknap 
Press of Harvard University Press, 1999), 407. 
35 Ken Schaphorst, in discussion with the author, March 2019. 
36 Ken Schaphorst, Liner notes for How to Say Goodbye, Ken Schaphorst Big Band by Ken Schaphorst. JCA 
Recordings 888295490092, 2016. 
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In the middle of the work Schaphorst pays homage to Miles Davis’ fusion years.37 The 
trumpet soloist plays a floating melody over a 6/8 bembé38 groove played by the rhythm section. 
The melody is full of dissonance and energy. At the conclusion of the piece the groove changes 
to a blues march that Schaphorst calls “satirical in nature.” The ending is full of tension and 






37 In the late 1960’s to early 1970’s Miles put out a number of fusion albums that incorporated elements of jazz, 
rock, and electronic instruments. Learn more: Scott DeVeaux and Gary Giddins, Jazz (New York: W. W. Norton 
and Company, 2009) 480-484. 
38 “A ‘bembé’ is a performance of music from the Yoruba-derived lucumí religion, and the sacred batá drums were 
included among the instruments.” John Storm Roberts, Latin Jazz: The First of the Fusions, 1880s to Today (New 
York: Schirmer Books, 1999), 149. 
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CHAPTER 2: THE ART OF DEVELOPMENT AND THE POWER OF SIMPLICITY 
“A lot of what I think of as composition is really just exploring [themes and motives], 
discovering what the potential of those ideas are.” 39  
–Ken Schaphorst  
 
Schaphorst compositional approach has been influenced by the music of Ludwig van 
Beethoven.  
“When I think about all of the music that has influenced me – [Beethoven]… was one of 
the first composers, I just noticed, in every piece I looked at of his, there was a very 
deliberate… development of motives. And it felt like he was doing what a composer is… 
uniquely able to do, which is to slow the process down and think about how one idea can 
lead to another.” 40 
 
Schaphorst also has great respect for the music of Thelonious Monk.  
“It goes back to motivic development… I believe pretty strongly that’s one reason, in the 
case of Thelonious Monk’s music, that I admire [it]. That’s one of the reasons why all of 
his pieces are so unique… he limits himself to really one idea or maybe two. And if those 
ideas are unique themselves, some are more unique than others I’ll say – some just sound 
like blues licks, but some are genuinely unique. But if you’re disciplined in that way and 
limit yourself to that material, then the piece is going to be unique.” 41 
 
Much could be written on the parallels between the music of Monk, Beethoven and 
Schaphorst; however, given the restraints of this research, only this brief mention will be made. 
Nevertheless, it’s important to note Schaphorst’s deep interest in how great composers develop 
ideas. As will be shown hereafter, the development of motives and themes through a variety of 
means and devices lies at the heart of his music. 
 Each of the four pieces studied in this research can be reduced to three themes or 
motives. In other words, Schaphorst generally limits himself to three themes or motives per 
 





composition,42 and much like a Beethoven symphony, Schaphorst develops ideas in an unhurried 
manner – he is a master at it.  
 The author has chosen to label motives and themes with numbers “1, 2 and 3” instead of 
the traditional alphabetical “x, y and z.” The use of numbers shows the order in which motives 
and themes appear; however, they do not represent any form of hierarchy, as in one motive or 
theme being of greater importance than another.     
JOBIM 
 
 In Jobim, the entire composition could be boiled down to three motives. Motive #1 is a 
three-note idea. The formula is simple: take any starting pitch, move up by one half-step, and 
then return to the original pitch or starting note.  
After brief rain stick sounds at the beginning of Jobim, three trombones and flugelhorn 1 
enter. The very first notes played in flugelhorn 1 are motive #1 as shown below.  

















42 To clarify, the terminology “motive” in this research is used when the presented idea is short in nature, spanning 




Ex. 2-2, Jobim  
 
Motive #2 consists of the first four notes of an ascending half-whole diminished scale, or 
octatonic scale that begins with a half-step first. Real transpositions of this motive occur where 
the intervals between notes are kept intact as it is played in different keys.  
Ex. 2-3, Jobim 
 
  
For the first thirteen measures, Schaphorst states motive #1 (see Ex. 2-1). Starting in m. 
17 motive #2 is introduced (see Ex. 2-3). Example 2-4 shows a non-transposed condensed score 




Important Editorial Comment: Starting with Ex. 2-4 on the next page, and throughout the rest of 
this research, there are audio examples for select excerpted passages. To listen to these 
examples go to www.robertsearsmusic.com/research, or click on the blue “(listen)” text which is 
hyperlinked to this same page.  
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The third and final motive consists of syncopated rhythmic figures, that either serve as 
accompaniment behind other motives, or which create space for the berimbau and pandeiro 
19 
 
solos. Example 2-5 shows the first use of motive #3 which is played by three trombones and bari 
sax. As a side note, Schaphorst only scored for three trombones on the album Purple. To create 
four-note voicings, the bari sax fills in the lowest voice, and assumes the role of a fourth, or bass 
trombone. While these rhythmic figures are played in the trombones and bari sax, trumpets 
simultaneously play variations of motive #2, and saxophones develop material taken from 
motive #1 (see Ex. 2-7 for condensed score of winds).  




Example 2-6 shows motive #3 as tutti rhythmic figures in the brass. While the piano is not shown 
below, it also plays the same rhythm. The pandeiro, which is a type of Brazilian tambourine, 
solos over these figures.   






As motive #3 is introduced for the first time, motives 1 and 2, in addition to a variation of motive 
1, occur at the same time. In other words, Schaphorst carefully crafts all of the motives to work 
together simultaneously. The result is Ex. 2-7. 









 Many more musical examples could be illustrated that showcase the development of 
motives in Jobim. The following lists shows how frequently each of the motives are utilized 
throughout the composition.  
JOBIM – Motive Map 
 
Motive #1: pitch X, ½ step above pitch X, pitch X. 
Ex: E, F, E (first three measures) 
 
Occurrences:  
1. M. 2-13 (brass) 
2. M. 19, 23-25 (flugelhorns) 
3. M. 26-33 (alto sax 1, trombone 1, tenor sax 1 – they trade off) 
4. M. 70-81 (alto saxes, tenor saxes, brass) 
5. M. 91, 95-97 (flugelhorns)   
6. M. 98-105 (flugelhorns 2-4, tenor sax 1 – they trade off) 
7. M. 106-109 (all winds – stop time hits during pandeiro solo) 
8. M. 114-117 (flugelhorns – long notes, augmentation of motive 1) 
9. M. 126-129, 131-132 (all winds, bass, piano – during berimbau solo) 
10. M. 204-208 (saxes) 
11. M. 210-End (all winds, piano) 
 
Variations of Motive #1 (ideas influenced by motive #1): 
1. M. 89-97 (altos, tenor 2) 
a. There are moments of verbatim uses of motive #1. There are also two and three 
note descending groupings that are a variation of the descending half-step motive.  
 
Motive #2: First four notes of an ascending half-whole diminished scale 





1. M. 17-18, 21-22 (saxes) 
2. M. 18-19, 22-23 (flugelhorns) 
3. M. 20-21 (trombones) 
4. M. 89-95 (flugelhorns) 
5. M. 125, 130-131 (alto 1, trumpet 1, piano) 
6. M. 198-199, 202-203 (flugel 1 – descending version instead of ascending) 
 
Variations of Motive #2 (ideas influenced by motive #2): 
1. M. 190-193 (altos and tenors) 
a. While it does not contain the half-whole diminished sound, it still is an ascending 
line that has been influenced by the ascending scalar nature of motive #2.  
 
Motive #3: Syncopated background rhythmic hits. 
1. M. 89-95, 98-105 (bari, trombones, piano) 
2. M. 118-123 (brass, bass, piano) 
 
Variation of Motive #3 (ideas influenced by motive #3): 
1. M. 106-111, 134-137 (winds, bass, piano) 
a. While these stop time solo break hits during the pandeiro and berimbau solos are 
less rhythmically dense than the other motive #3 examples, they do contain short 
hits and syncopations which are similar. 
 
As shown above, Schaphorst is methodical in the development of ideas. He is not quick 
to abandon a motive, but takes time to develop and create new musical content that relates to it. 
He is doing that which impressed him about Beethoven by “[slowing] the process down and 
[thinking] about how one idea can lead to another.”43 
MBIRA 2 
 Mbira 2 can also be reduced to three salient ideas or themes. The first theme contains a 
pickup quarter-note, descending diatonic scale and two rhythmic hits followed by a sustained 









43 Ken Schaphorst, in discussion with the author, March 2019. 
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Note that the only difference between m. 8-16 and m. 17-24 is the repeated D4 in m. 12 beat 3, 
and the leap down to the A3 in m. 20 beat 3 (see circled notes in Ex. 2-8). Theme #1 is later 
restated, but this time it is written in 4/4 – previously it was in 3/4. The pickup quarter-note is 
excluded, and the final sustained notes in m. 43 and 47 (in Ex. 2-9) are again different from one 
another, as was the case in Ex. 2-8.  
Ex. 2-9, Mbira 2 (listen) 
 
Theme #2 is also diatonic to the key of G major as it utilizes the 1st (the written G), 2nd 
(the written A) and 5th (the written D) scale degrees in G major. However, its rhythmic profile is 
vastly different as it contains eighth-note triplets. Theme #2 is played in both 3/4 and 4/4 meters 

















Theme #3 (show below in Ex. 2-12) contains similarities to both themes 1 and 2.  
Ex. 2-12, Mbira 2 (listen) 
 
 
Measure 57 is quite similar to theme 1 in that it is almost a complete diatonic scale with 
the exception of C5 being omitted. In m. 58, the second eighth-note of the second beat ascends by 
a third which is similar to the rhythmic hit before the long note in theme #1 (see Ex. 2-8 m. 12, 
and Ex. 3-9 m. 43). In m. 59 the final eighth-note triplet descends by a leap which is similar to 
ending of the second statement of theme #1 (see Ex. 2-8 m. 20 and Ex. 2-9 m. 47). Finally, the 
triplets on beat four of m. 59 are clearly tied to triplet nature of motive #2. 
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Later at the shout chorus44 (climax), Schaphorst exclusively develops theme #3. Ex. 2-13 
shows a concert pitch version of the lead trumpet part. All of the winds in these measures play 
homorhythmically, harmonizing beneath trumpet 1.  
Ex. 2-13, Mbira 2 m. 121-148 – Theme #3 (listen) 
 
 
The points below contain a brief summary of four ways Schaphorst develops theme #3. 
 
1. Alternates between playing a portion of theme #3 in the original key and then playing it 
up by one half-step. This is done throughout the entire shout chorus. 
 
44 A shout chorus (also sometimes referred to as a shout section or shout) is often the climax of a composition. It is 
similar to the development section of a sonata form in that writers often showcase material in an exciting manner. 
Some shout choruses include homorhythmic playing in which all of the winds play the same rhythm, while others 
may be more intricate and less traditional. However, the shout chorus is constructed, it frequently increases energy, 
and gives momentum and direction to the piece.    
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2. Displaces the starting point of each new melodic statement and chord change. This is 
done throughout the entire shout chorus. Here are a few examples: 
a. M. 122 – the theme begins on beat 4 and is played up a half-step in F dorian.  
b. M. 124 – the theme begins on beat 3 is restated in the original key of E dorian. 
c. M. 126 – the theme begins on beat 2 and is played up a half-step in F dorian. 
d. Many more examples exist. 
 
3. Embellishment repetitions of the eighth-note descending scale which is influenced by the 
beginning of theme #3. Here are few examples: 
a. M. 137-139 
b. M. 141-144 
 
4. Spontaneous inclusion of triplet eighth-notes in the saxes in m. 140. Schaphorst sets up 
the expectation of rests at the end of measure 139. How is this set up? He included rests 
after every previous mini-statement of theme #3. However, instead of including rests 
once again, he surprises the listener with syncopated triplet eighth-notes (see Ex. 2-13, m. 
59 beat 4).  
 
Throughout Mbira 2, Schaphorst patiently develops themes over the course of the 
composition. To get more compositional mileage from these motives, and to keep the listener 
engaged, Schaphorst utilizes subtle groove changes, harmonic alterations, and rhythmic 
displacement. There is not a single measure in this work that cannot be linked to themes 1-3. 
Schaphorst proves that three ideas can be enough content to write a compelling composition. For 
a full list of when each motive occurs in Mbira 2 see Appendix A. 
UPRISING 
 The compositional elements of Uprising can also be condensed to three foundational 
motives. The first motive stated at the outset of the composition consists of an ascending major 
scale with the 4th scale degree omitted. Upon reaching the 6th scale degree, the line drops an 
octave (see Ex. 2-14). The ending of each two-bar motive changes slightly and the third 












Motive #2 in Uprising is influenced by the beginning of John Coltrane’s tune Africa. Ex. 
2-15 shows a condensed transcription of the first twenty-two seconds of the bass part, with added 
word cues indicating the drum entrance. Note the following: 
1. Repeated “Pedal E” in measures 1-8 
2. Rhythmic syncopations in the upper register of the bass in measures 5-8 
 
3. Groove in the drums played by Elvin Jones starting in m. 5 (listening required) 
 






Example 2-16 displays Schaphorst’s adaption of the Africa groove in Uprising. Notice 
how similar it is to the original bass line in Africa. The following salient components exist in 
Schaphorst adaptation as well: 
 1. Pedal E in the bass 
2. Syncopated melodic line above the bass 
3. Similar groove in the drums (listening required) 




Sonic similarities between motive #2 and Coltrane’s “Africa” are apparent. In fact, the 
word cue that Schaphorst uses in the drum part to describe one of the grooves in Uprising is 
“Elvin Jones feel, like Coltrane’s Africa.” Undoubtedly, Schaphorst was more than just 
influenced by Africa, he wanted it to be an essential part of the piece. This seems fitting, given 
that the narrative expressed in Uprising is the uprooting of an African culture at the hands of 
European colonialists.  
Returning to the specifics of Schaphorst’s adaptation, at first, only the guitar, bass and 
piano play motive #2 with the drums accompanying (m. 15-26). Later, this motive is expanded 
















 The expansion of motive #2 to fit the entire band is rather simple in nature. The pedal E 
in the bass is harmonized in fourths in the saxes (altos 1-2, tenor 2 and bari), trombones 2-3 and 
the piano (see orange boxes). Trumpets 1-4 and trombone 1 play the melody in octaves 
beginning on the second sixteenth of beat two and continue through the second eighth-note of 
beat three (see red boxes). All wind instruments harmonize beat four and the second eighth-note 
of beat four in m. 44 and 46, and the second eighth-note of beat three and beat four in m. 45 and 
47 (see blue boxes). The rhythm of this motive remains unchanged throughout the course of the 
composition. However, the melody changes slightly to coincide with substantial harmonic 
alterations (see Ex. 2-19).  
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Harmonic alterations occur as Schaphorst combines both motives 1 and 2. The root 
movement of the harmony descends by a half-step every two measures, and each new root 
contains a new chord quality as shown in Ex. 2-18. 









































Ex. 2-19, Uprising m. 50-63 (listen) 
 










































Observations of the prior condensed score include the following: 
 
1. Brass section is very similar to Ex. 2-17. 
a. Minor adjustments are made to correspond to the new harmony.  
b. Trombones continue to harmonize the bass pedal rhythm. 
c. Trumpets continue to play upper melodic line.  
i. Melodic line is again in octaves until the last two notes of each measure. 
The harmonization of the last two notes in the measure adds emphasis and 
harmonic intrigue.  
 
2. Saxophones (excluding tenor 1) strictly play melodic content derived from motive 1c.  
a. The three ascending scales in the saxes are written as ascending pyramids. 
Saxophones stop along the way, sustaining notes and creating chords. This motive 
adjusts to the chord of the moment.  
i. m. 50-51 - C dorian scale 
ii. m. 54-55 - B ascending melodic minor scale 
iii. m. 58-59 - Seventh mode of D lydian 
 
The combination of both motives 1 and 2 creates greater cohesion in the work and showcases 
Schaphorst ability to combine two seemingly dissimilar ideas.  
Finally, in the last 10 measures of Uprising (m. 147), or coda, Schaphorst presents motive 
#3. This motive is an entirely new idea that contains a six-note pitch series. The motive contains 
five descending intervals (minor 2nd, major 3rd, perfect 4th, major 2nd, and minor 2nd) and one 
ascending interval (minor 6th). This pitch series is performed a total of five times (see Ex. 2-20) 
and each new statement includes new underlying harmony. Additionally, the harmonic choices, 
feel in the ensemble, and subtle groove in the rhythm section give the feeling of a ballad, but a 
different type of ballad that is modal in nature. The inclusion of auxiliary instruments and 

















 The condensed score in Ex. 2-21 begins five measures before the entrance of motive #3. 
These five measures are included to show how this theme is introduced. In this excerpt, 






























































1. Motive #3 
a. First played by tenor 1 and then passed on to tenor 2, bari, and trombone 1 in m. 
154.  
b. Guitar also plays a fragment of motive 3, consisting of a transposed version of the 
first four notes (m. 150-153). This fragment is played seven times as an ostinato 






2. Motive #1 Restatement  
a. Augmented variation in the bass occurs (m. 146-154). 
b. Right hand of the piano plays a variation on the first five notes of motive 1 (m. 
146-153). 
 
Once again, Schaphorst displays his ability to create musical cohesion by intertwining, 
adjusting, and repurposing musical ideas. For a full list of when each motive occurs in Uprising 
see Appendix A. 
HOW TO SAY GOODBYE 
 Like the previous three compositions studied in this chapter, How to Say Goodbye can 
also be reduced to three unifying themes. 
Ex. 2-22, How to Say Goodbye (listen) 
 
Theme #1 in How to Say Goodbye is very different than the previously addressed themes 
as it is longer, less melodic, much more chromatic, and there is intentional motivic manipulation 
within the theme itself. Similarities between the left (m. 1-2) and right (m. 3-4) halves of the 
theme indicate a point of symmetry. With the exception of m. 4 (semi-tone motion variation) the 
two halves are a mirror image of each other. While measure 4 is different than the original 
motive #1 (found in m. 1), it is similar in that it involves manipulating semi-tones.  
The manner in which these motives are combined also show similarities to bebop 
influenced lines. Schaphorst commented, “[How to Say Goodbye is] much less of a one motive 
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piece, like so many of my pieces are. It was more of a bebop or almost improvisatory melody.”45 
The improvisatory nature of this theme combined with dense voicings in the winds creates 
energy. This theme is played at the beginning (m. 1-9, 13-20), near the end (m. 200-213), and 
motives from the theme are developed quite extensively as a background figures behind the 
trumpet solo (m. 71-101). 
Schaphorst also spends a significant amount of time developing theme #2, which is in 
essence a short two-bar motive. The motive consists of four repeated notes followed by a 
descending seventh-chord arpeggio. The descending arpeggio is primarily played as a minor 
seventh-chord (i.e. Gmin7), but later variations include major seventh-chords (i.e. Cmaj7). In m. 
34 of Ex. 2-23, the descending minor-seventh arpeggio begins on the ♭7 of G minor. Measures 
41-44 show how this motive tends to have an added long note, or a “long-short ending” at the 
end of the descending seventh-chord arpeggio.  




 Two extended condensed score excerpts (Ex. 2-24 and Ex. 2-25) show how theme #2 is 
developed in great detail throughout the piece. Brackets and text highlight each time theme #2 is 
stated. As a side note, when the brass and winds play theme #2 together at m. 57-64, the bracket 
 
45 Ken Schaphorst, in discussion with the author, March 2019. 
41 
 
continues to be placed at the top of the staff for consistency and visual ease. However, note that 
the melody is in trumpet 1 and not in alto sax 1.  

































Ex. 2-25, Continued 
 
 
Observations about Schaphorst approach to developing theme #2: 
 
1. Rhythmic Displacement 
a. M. 57-59, 61-64 – restatements of theme with slight variations are displaced 
rhythmically.  
b. M. 59-60 – element of surprise occurs as new material is included. The listener 
might anticipate to hear the continuation of the descending seventh-chord eighth-
note motive. 
c. M. 156-159 – theme #2 is now written in 6/8. The descending seventh-chord 
motive is repeated. The second time it is played, it is displaced rhythmically by a 
dotted quarter-note. 




a. M. 176-179 – saxes 
b. M. 180-183 – trumpets 
c. M. 184-188 – saxes, with an added long note at the end (m. 187-188) 
d. M. 189-191 – saxes, with an even longer note at the end (m. 190-198) 
e. M. 192-211 – trumpets play theme #2 the entire time. The seventh-chord arpeggio 





3. Restatement of Theme #1 Combined with Theme #2 
a. M. 200-213 - Schaphorst combines themes #1 and 2 together. Theme #1 is almost 
stated in the exact manner it was presented at the beginning of the piece. 
However, motive #3 (in theme #1) is different and does not contain descending 
semi-tone motion as it has previously (m. 203, 211-213). The rhythm remains 
unchanged, but the notes have been replaced by descending seventh-chord 
arpeggios. 
 
Theme #3 (Ex. 2-26) is influenced by Miles Davis’ playing during his fusion years. 
Schaphorst explains,  
“I was kind of hearing Miles [Davis]… how he plays sometimes fusion stuff where 
maybe the rhythm section is just churning away, and he plays these kind of long legato 
melodies. Almost like it’s out of time, but he’s always very conscious I think of the 
time.”46 
 
Trumpet soloist John Carlson is the first to play this dissonant melody over a 6/8 bembé 
groove. After Carlson’s rubato statement of the melody (trumpet 4), trumpets 1-3 play the same 
theme without the soloist. Word cues in their parts indicate that they are to play it “open, freely 
w/ expression, loosely follow trumpet 1.” As the instructions indicate, trumpet 1 loosely leads 
the section through this melody. What results is somewhat of a blurring of the melodic line as 
each trumpet player changes notes at slightly different times. Compositionally speaking, this idea 
is simplistic, but incredibly effective in changing the mood of the piece to become more 
contemplative. The complete melody consists of a 6 note pitch series. The intervals are played in 
the following order: 
1) ascending minor 2nd 
2) ascending major 7th 
3) descending major 2nd 
4) descending major 3rd 







46 Ken Schaphorst, in discussion with the author, March 2019. 
50 
 




Ex. 2-26 shows the initial rubato statement of theme #3 by the trumpet soloist. When this 
theme is played by trumpets 1-3, and later the saxophones section (in rhythmic tutti), the coda 
figure is played at the end of each two-bar statement.47 A restatement of theme #3 occurs later by 
the trumpet soloist in m. 214-226.  
After theme #3 is restated, Schaphorst further unifies the composition by combining both 
themes 2 and 3 over a blues march groove. As the saxophones play theme 2, a cannon is added 
between the bass and guitar. It is unknown who is the leader and who is the follower as guitar 
and bass play simultaneously. The intervals of this cannon are taken directly from the first three 
intervals of theme 3 (minor 2nd, major 7th, major 2nd). A point of symmetry exists (see labeling in 
guitar part of Ex. 2-27) given the intervals in the guitar part are the same in m. 226-227 and 228-







47 Reference measures 111-151 of the full score of How to Say Goodbye in Appendix C. 
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In each of these four works, Schaphorst demonstrates the art of development – the ability 
and commitment to patiently and thoughtfully reuse, repurpose, and reimagine a few unique 
ideas. By limiting himself to these ideas, and trusting in the power of simplicity and repetition, 
Schaphorst creates cohesive compositions that are satisfying to listen to, thought provoking, and 






CHAPTER 3: TIMING IS EVERYTHING: SONATA FORM  
AND EFFECTIVE GROOVE CHANGES  
 
Part I: Sonata Form in Big Band Composition 
 
“In the sonata form we have two themes and they are in two different keys. I have often thought 
one thing I try to do in my music is [the] first theme could be in one groove or suggest one tempo 
[and] instead of being in another key, the second theme could, maybe should be in another field 
or another tempo. They could be related like a subdominant, dominant relationship or they could 
be completely different. And then the development of a sonata would be sort of combining it, 
looking for connections between those two themes… if there are two conflicting rhythmic ideas 
in the original theme, I’ll try throughout the course of the arrangement to explore how they can 
work together, points of tension, points of resolution.” 48 
–Ken Schaphorst  
 
In Schaphorst’s music, groove changes49 are often used to highlight different motives and 
themes. They not only bring a sense of excitement to a composition, but add contrast and variety. 
Changing the groove under a motive or theme can spur new creative thought and lead to further 
motivic development. Schaphorst’s use of groove changes is at times influenced by sonata form 
(sometimes called sonata allegro form) and its adaptation in a jazz setting.  
The following diagrams outline two variants of sonata form. The first is a traditional 
sonata form (Diagram 3-1) that focuses on themes (as outlined in many theory textbooks),50 and 













48 Ken Schaphorst, in discussion with the author, March 2019. 
49 The term “groove change” refers to changing the style or feel of the music. For example, if a piece begins in a 
medium tempo swing feel and then moves to an African bembé, this would be called a groove change.     
50 Thomas Benjamin, Michael Horvit and Robert Nelson, Techniques and Materials of Music, Seventh Edition 
(Belmont, CA: Thomson Schirmer, 2008), 289. 
51 Carlos Carrillo, in discussion with the author, May 2020. 
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Diagram 3-1, Traditional Sonata Form  
 
Exposition----------------------------------------------------------------------------------------------- 
(Introduction) ||: *1st Theme transition 2nd Theme (closing theme)   (codetta)    :|| 
Major Key    I_________ modulates    V_________________________________ 
Minor Key    i_________ modulates    III_________________________________ 
 
Development-------------------------------------------------------------------------------------------- 
|(:) Development of themes from exposition or new material  retransition | 
   modulatory_____________________________________________________ V____ 
 
Recapitulation------------------------------------------------------------------------------------------- 
| 1st Theme transition 2nd Theme (closing theme)    (codetta)  (:)| (coda)      || 
   tonic__________________________________________________________________ 
 
*there can be subsets to the 1st theme such as 1a, 1b or 1c.  
**parenthesis indicates these sections are optional. 
 
 
Diagram 3-2, Tonal Areas Sonata Form  
 
Exposition----------------------------------------------------------------------------------------------- ----- 
(Introduction) ||: 1st Tonal Area transition       2nd Tonal Area (closing material) (codetta)  :|| 
 
Development------------------------------------------------------------------------------------------------- 
|(:) Development of themes from exposition or new material  retransition           | 
   modulatory________________________________________________________________  
 
Recapitulation----------------------------------------------------------------------------------------------- 
| 1st Tonal Area       (closing material) (codetta) (:)| (coda)                || 
 
**parenthesis indicates these sections are optional. 
 
An important component of traditional sonata form (Diagram 3-1) is the relationship 
between themes and key centers. The first section is called the exposition and it contains the first 
statements of thematic material. There are two themes in the exposition. The first is stated in the 
tonic key and the second tends to modulate to the dominant chord when in a major key, and to 
the mediant52 in a minor key. The exposition is often repeated. After the exposition comes the 
development; it is here that motives from the exposition, and possibly new material, are 
 
52 A mediant is the third scale degree of a diatonic scale.  
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developed. Modulation through several keys is common as well. At the conclusion of the 
development, there is a retransition and return to the tonic key, marking the beginning of the 
third major section – the recapitulation. The recapitulation can include exact restatements of 
themes in the exposition or it can reference these themes in a variety of ways (i.e. augmentation, 
diminution etc.). All restatements of themes from the exposition stay in the tonic key and do not 
modulate. Up until the late 18th century, common performance practice included repeating the 
development and recapitulation.53 Optional additions to this form as a whole include 
introductions, closing themes, codettas (which translates to “little coda”) and codas as shown in 
Diagram 3-1.54  
A second way to conceive sonata form is through the lens of tonal areas, rather than 
themes (Diagram 3-2). It’s important to note that contrast, another main component of sonata 
form, is achieved through changing tonal areas. Focusing on tonal areas, rather than themes, can 
be liberating and less confining for composers when exploring this standard musical form.55  
Schaphorst employs a third adaptation of sonata form. Diagram 3-3 represents some 
possible ways to visualize his parameters. In the exposition, Schaphorst is less concerned with 
there being a literal modulation between themes but instead, he may state the second theme in a 
contrasting groove, and sometimes, contrasting meter. While meters and grooves are listed as 
possible options in the exposition (Diagram 3-3), they are separate devices that Schaphorst 
employs to create contrast. For example, the second theme in Uprising and How to Say Goodbye 
are each written in a new groove (not meter) that contrasts the groove accompanying theme #1. 
In Mbira 2, however, a new meter is used for both themes 1 and 2 when the exposition is 
 
53 Don Michael Randel. The Harvard Concise Dictionary of Music and Musicians (Cambridge, MA: The Belknap 
Press of Harvard University Press, 1999), 621. 
54 Ibid. 
55 Carlos Carrillo, in discussion with the author, May 2020. 
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repeated (see Diagram 3-4). In the development section, many possibilities exist (as shown in 
Diagram 3-3). This section tends to be the longest in Schaphorst’s music, usually longer than 
both the exposition and recapitulation combined. The subsequent recapitulation can at times be 
brief, with only the 1st theme restated in its original groove (see Mbira 2 m. 145-157, and 
Uprising m. 134-146), but exceptions exist (see How to Say Goodbye m. 200-end). A piece may 
include a coda, which can sometimes contain a new theme or motive and new underlying groove 
(see Ex. 2-21 Uprising m. 146-end – new modal ballad feel and theme #3, and Ex. 2-27 How to 
Say Goodbye m. 226-236 – new “blues march” groove).  
Diagram 3-3, Schaphorst Influenced Sonata Form  
 
Exposition------------------------------------------------------------------------------------------------  
(Introduction) ||: 1st Theme     2nd Theme     :|| 




| Develop motives from 1st theme        | 
| Develop motives from 2nd theme        | 
| Combine and develop motives from 1st and 2nd themes     | 
| Appearance and development of a new theme or motive     | 
| Combine and develop motives from 1st, 2nd and 3rd themes     |  
   Modulation of Grooves (possibly go between groove A & B, or introduce new groove C)  
   Modulation to new key centers 
 
Recapitulation (Generally Brief)---------------------------------------------------------------------- 
| 1st Theme    (2nd Theme)  Coda       || 
   Groove A   (Groove B)  New Groove/Motive/Theme/Harmony 
 
*parenthesis indicates this section is optional. 
The following pages contain diagrams that highlight the application of sonata form as 
applied to Mbira 2. Audio examples of the exposition, development and recapitulation are 






Diagram 3-4, Mbira 2 Sonata Form (listen: exposition, development, recapitulation) 
 
Exposition---------------------------------------------------------------------------------------------------------  
| Introduction, 3/4 Swing (folk-like)  | Theme #1, 3/4 Swing     | 
 m. 1-8 (aux. percussion colors, drum set tacet) m. 9-24     
G major------------------------------------------------------------------------------------------------------------ 
              
Exposition--------------------------------------------- Repeat of Exposition----------------------------------  
| Theme #2, 3/4 Swing      | Theme #1, 4/4 Swing (NEW METER)  |   
m. 25-40            m. 41-48 (half as long as first theme #1) 
G major------------------------------------------------------------------------------------------------------------ 
 
Repeat of Exposition Cont.--------------------------     
| Theme #2, 4/4 Swing    |  




| Theme #3, 4/4 Swing     | Guitar Solo, 4/4 Swing (BGs, Theme #1) |  
m. 57-64 (DRUM SET FINALLY PLAYS TIME) m.65-97                m. 73 (4/4), m. 81 (in 3/4)  
G major------------------------------------------------------------------------------------------------------------  
    
Development------------------------------------------------------------------------------------------------------ 
| Trombone Solo, 3/4 Swing (BGs, Theme #2) | Theme #3 (shout chorus), 4/4 Shuffle  | 




| Introduction Restated, 3/4 Swing (folk-like) | Theme #1 (brief), 3/4 Swing   | 
m. 145-152 (aux. percussion, drum set tacet) m. 153-157 (drum set plays hits only) 
G major------------------------------------------------ New Harmony------------------------------------------ 
   
*BGs = horn backgrounds enter behind soloist 
In Mbira 2 Schaphorst uses auxiliary percussion almost exclusively until m. 57 when the 
drum set finally plays time in a swing feel. Until that point, the drum set is only used to 
accentuate hits in the winds and contribute briefly to the triplet feel in theme #2. At the shout 
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chorus (m. 121-144), the feel changes to a hard swinging, laid-back shuffle.56 The piece ends 
with a short recap in the folk-like swing feel.57 
For approximately 33% of the piece, auxiliary instruments exclusively play the folk-
swing groove. For the other 67% percent, the drum set is involved playing time. The groove 
varies between straight-ahead medium swing, full on shuffle, and an in-between mix of swing 
and shuffle.  
Diagram 3-5, Mbira 2 Groove Changes 
 
Mbira 2 Groove Changes Summary 
Folk Swing 3/4 (no time in drums, auxiliary only)  Folk Swing 4/4   
m. 1-24 (0:00-1:05)      m. 25-56 (1:06-1:34) 
          
Swing 4/4 (drums time - quasi shuffle groove)  Swing 3/4   
m. 57-80 (1:35-3:05)     m. 81-120 (3:06-4:59)  
    
Swing 4/4 (Full Shuffle)    Folk Swing 3/4  
m. 121-144 (5:00-5:46)     m. 145-157 (5:47-6:14) 
 
Table 3-1, Mbira 2 Groove Changes 
Grooves Total Time % of Piece  
Folk Swing - 3/4 or 4/4 w/ auxiliary instruments playing groove 2:03 33% 
Swing - drums plays time as quasi shuffle or traditional shuffle 4:12 67% 
 
 As stated previously, changing meters is another way Schaphorst manipulates sonata 
form. Instead of going to a new groove in the exposition of Mbira 2, he keeps it the same, and 
changes to a contrasting meter the second time themes 1 and 2 are stated. For example, theme 1 
begins in 3/4, as does theme 2, but the second time theme 1 and 2 are stated, they are written in 
 
56 A traditional shuffle groove is similar to a straight-ahead swing feel with the exception of how the snare drum is 
played. The first and third eighth-note triplets are played on the snare consecutively and emphasis is placed on beats 
two and four of this pattern. In the recording, drummer Mat Wilson is playing a variation of this traditional shuffle 
groove but very much behind the beat in a very laid-back manner.  
57 “Folk-like swing feel” is a term created by the author and not Schaphorst. In the score, the only word cue 
describing the groove or feel at the beginning is “Swing 8ths.” The words “folk-like” are an attempt to distinguish 
this groove from a traditional swing feel. The acoustic guitar and auxiliary instruments aid in creating a folk-like 
vibe. In fact, the word cue in the guitar part, “let all notes ring (quasi-mbira sound)” shows how the guitar is paying 
homage to mbira music.    
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4/4. Over the course of the piece, Schaphorst’s goes back and forth between 3/4 and 4/4 meters 
when using material from themes 1 and 2. Theme #3, however, is only played in 4/4. Table 3-2 
shows how the amount of time spent in each meter. 
Table 3-2, Mbira 2 Meter Changes 
Meters Total Time % of Piece 
3/4 3:28 55.5% 
4/4 2:47 45.5% 
 
 Harmonic development in Mbira 2 is quite conservative in nature. This is fitting 
considering the African instrument mbira is generally considered a diatonic58 instrument. For the 
first 96 measures, melodic content and improvisation centers around the key of G major (tonic 
key). However, as expected, the harmony does change in the development. The new key center 
from m. 97 until the recapitulation at m. 145, centers around E dorian. Schaphorst alternates 
between E dorian and F lydian during the trombone solo, and E dorian and F dorian during the 
shout chorus. The inclusion of new harmony in this manner brings energy and forward 
momentum to the work. At the recapitulation there is a brief return to G major (tonic key). A 
short coda follows and the piece returns momentarily to E dorian. The final two measures 
contain surprising new harmony, reminding the listener that although there are folk elements 
intertwined in the piece, this is still a modern jazz composition.  
Part 1: Groove Changes as Tools for Development  
 
 As mentioned previously, Schaphorst’s adaptation of sonata form in his big band 
compositions often include a number of groove changes. This creates variety and contrast, 
 
58 While traditional tuning of mbiras does not line up one hundred percent with western tonality, most tunings 
closely resemble different modes such as mixolydian, dorian, lydian, aeolian, phrygian, and ionian. Diatonic in this 
sense means a single mbira instrument is often limited to the notes that lie within one mode. “Mbira Tunings from 




helping to keep the listener engaged. Most importantly, groove changes can drive further 
compositional development and create additional unity in a piece.  
Schaphorst often connects a theme or motive to a specific groove. For example, at the 
beginning of a piece the first statement of theme #1 might be paired with groove A, and the first 
statement of theme #2 might be paired with groove B. After these initial statements, grooves and 
themes generally begin mixing, matching, and trading places. The resulting amalgamation spurs 
new creative ideas, textures, and development. A great example of this is found in How to Say 
Goodbye.  
HOW TO SAY GOODBYE 
At the outset of How to Say Goodbye, theme #1 is paired with a 3/4 swing (groove A), 
followed by theme #2 paired with a 6/8 Afro-Cuban bembé (groove B). Each pair remains 
together for a short amount of time before breaking away and forming new combinations (see 
Diagram 3-6). This first occurs in m. 41 where theme #2 is combined with the 3/4 swing, or jazz 
waltz feel. Many other combinations and pairing of grooves and themes follow. The purpose of 
Diagram 3-6 (and Diagram 3-8) is to visually showcase the extent of groove and theme 
combinations throughout an entire composition. Color coordinating of themes and grooves 


















Diagram 3-6, How to Say Goodbye Groove Changes and Motivic Usage  
 
Groove Colors Theme Colors 
Groove A – 3/4 Swing Theme #1 
Groove B – 6/8 Bembé Theme #2 
Groove C – “Blues March” (swing) Theme #3 
 
| 3/4 Swing (theme #1) m. 1-32   | Bembé (theme #2) m. 33-40   | 
 
||: 3/4 Swing (theme #2) m. 41-44   | Bembé (theme #2) m. 45-52   :||  
              
| 3/4 Swing (theme #2) Open Solo, m. 53-70  | 3/4 Swing (theme #1 var. BGS) Solo cont., m. 71-98 |  
   
| Bembé (theme #1 variation) Solo cont., m. 99-110 | Bembé (theme #3) m. 111-151   | 
           
| Bembé (theme #2) m. 152-191   | Swing 3/4 (T. #2) m. 192 (T. #1 & T. #2) m. 200-213 | 
                              
| Swing 3/4 (theme #3) m. 214-225   | Blues March (theme #2) m. 226-237  | 
              
| No Groove (new material) m.238-242  || FINE 
 
Observations: 
1. 3/4 Swing and Bembé – Themes 1-3 are all played in the 3/4 swing and bembé grooves.  
2. Blues March – Only theme #2 is ever paired with the blues march groove.  
3. Length of Each Groove – Grooves change quite frequently. They tend to change more 
frequently at the beginning. To shed further light on this, two additional visualizations 
have been included below. The first (Table 3-3) shows the total time spent in each 
groove. The second (Diagram 3-7) shows the exact timing, in minutes and seconds, of 
how long grooves exist before changing.   
 
Table 3-3, How to Say Goodbye - Groove Lengths 
 
Grooves Total Time % of Piece 
Swing 3:05 47% 
Bembé 4:12 46% 
Blues March 0:12 2.5% 















Diagram 3-7, How to Say Goodbye - Groove Timings 
 
Swing  Bembé   Swing    Bembé 
0:00-0:31 0:32-0:39     ||: 0:40-0:43        0:44-0:51    :|| 
   0:52-0:55  0:56-1:03   
 
Swing  Bembé   Swing   Blues March 
1:04-2:38 2:39-5:51  5:52-7:16  7:17-7:28 
 
Fermata Hits (No Groove) 
7:29-7:49 
3/4 and 6/8  
While there are many groove changes in How to Say Goodbye, a uniting factor between 
them is the interchangeability of the 3/4 and 6/8 meters. 3/4 and 6/8 are similar to one another in 
that they both contain six eighth-notes; yet, the general rhythmic groupings implied by these 
simple and compound meters are different.59 In a 3/4 meter, rhythms are most often grouped and 
beamed to clearly show three quarter-notes.  
Ex. 3-1, 3/4 Groupings 
 
 
In a compound 6/8 meter, rhythms are most often grouped and beamed to clearly show the dotted 
quarter-note pulse. 
Ex. 3-2, 6/8 Groupings 
 
 
While the rhythmic groupings associated with 3/4 and 6/8 meters tend to be different, the 
rhythms in Ex. 3-1 and 3-2 above could be written in either meter. Hence, changing back and 
 
59 Simple meter time signatures contain subdivisions that are grouped in sets of two (i.e. 2/4, 3/4, 4/4) while 
compound meter time signatures contain subdivisions that are grouped in sets of three (i.e. 6/8, 9/8, 12/8). 
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forth between a jazz waltz (in 3/4), and a bembé groove (in 6/8) works quite well. Schaphorst 
explores various rhythmic combinations with these two meters,  
UPRISING 
There are four different grooves in Uprising. At the beginning, theme #1 is stated a 
cappella without an underlining groove. Theme #2 follows and is paired with the 4/4 Africa 
groove (groove A). This groove continues and theme #1 returns. Many combinations of grooves 
and themes follow thereafter.  
The inclusion of various groves in Uprising helps express the narrative (review chapter 1 
for background info on this work). These grooves sectionalize the work, delineating three 
different movements and a coda – although no such movements are indicated in the score. The 
first three sections or “movements” are played with no pause between then (attacca). However, a 
caesura is written immediately before the “coda” which implies some silence before continuing. 
These different sections (highlighted in blue) suggest a musical journey, where each 
“movement” predominantly centers around one general groove. 
Section/Mvt 1 – predominantly in 4/4 Africa groove  
Section/Mvt 2 – ballad 
Section/Mvt 3 – 12/8 groove60 














60 While the meter notated in the music during the “12/8 grooves” is in 3/4, Schaphorst describes the feel of the 
groove being in 12/8, or 6/8. Ken Schaphorst, in discussion with the author, March 2019. 
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Diagram 3-8, Uprising Groove Changes and Motivic Usage (listen: mvt 1, mvt 2, mvt 3, coda) 
 
Groove Colors Theme Colors 
No Groove – 4/4 Chorale  Theme #1 
Groove A – 4/4 Africa  Theme #2 
Groove B – Ballad (many subsections in this)  Theme #3 
Groove C – 12/8   
Groove D – Modal Ballad (different than other ballads)  
 
MVT I  | 4/4 Chorale (motive #1) m. 1-13    | 6/4 Pickup Bar (motive #2) m. 14 (N.S) |  
     
| Africa (motive #2 & 1 trade) m. 15-32 (15-18 N.S) | 6/4 Pickup Bar (motive #2) m. 33  | 
 
| Africa (motive #2) m. 34-37 (N.S)   | Africa (motive #2 BGs) m. 38-43   |  
 
| Africa (motive #1 & 2 BGs) m. 44-59   | Transition/Groove Morphs, m. 60-63 | 
    
MVT II  | Bluesy Ballad (motive #1) m. 64-79  | Ballad ½ Time Feel, m. 80-95  |  
 
| Ballad (motive #1 & 2 BGs) m. 96-109  MVT III | 12/8 Groove (motive #1 BGs) m. 110-121 | 
   
| 12/8 Groove (motive #2 BGs) m. 122-133  | Silence due to caesura   | 
 
CODA  | 4/4 Chorale (motive #1) m. 134-146  | Modal Ballad (motive #3) m. 146-156 || FINE  
                                     (154-155 NS) 
*N.S. = no tenor sax solo. The tenor sax has only 11 measures of rest in the entire song.     
 
Observations: 
1. No Groove - Theme #1 does not contain a groove during the initial statement of the 
chorale and its recapitulation.  
2. Africa Groove - Paired with both themes #1 and 2. 
3. Ballad Sections (excluding modal) – Paired with both themes #1 and 2.  
4. 12/8 Groove – Paired with both themes #1 and 2 
5. Modal Ballad – Only paired with theme #3.  
6. Length of Each Groove – While there are a number of grooves in Uprising, they do not 
change as frequently as they do in How to Say Goodbye. Each groove exists for a longer 
amount of time before change occurs.  
Notice once again how Schaphorst changes the groove at the very end of the piece (this 
occurs in Uprising as well). To shed further light on this, two additional visualizations have been 
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included below. The first (Table 3-4) shows the total time spent in each groove. The second 
(Diagram 3-9) shows the exact timing of grooves in minutes and seconds before change occurs.   
Table 3-4, Uprising - Groove Lengths 
 
Grooves Total Time % of Piece 
Chorale – opening 2:10 17% 
4/4 Africa Groove 6:56 28 % 
Transition 0:09 1 % 
Ballad – bluesy middle 2:34 20 % 
12/8 Groove 3:20 26 
Silence 0:06 1 % 
Modal Ballad – end 0:51 7 % 
 
Diagram 3-9, How to Say Goodbye - Groove Timings 
 
Opening Chorale 4/4 Africa Groove Transition  Bluesy Ballad 
0:00-1:32  1:33-5:07  5:08-5:16  5:17-7:50 
 
12/8 Groove  Silence   Chorale Recap  Ballad New Material 
7:51-11:10  11:09-11:14  11:14-11:50  11:51-12:41 
Schaphorst’s inclusion of groove changes in his music not only creates variety and 
musical intrigue, but it helps tell a narrative, enhances the overall arc, and unifies the 
composition. While changing grooves so frequently could feel excessive; combining, mixing and 




CHAPTER 4: HOW TO CO-EXIST: AN EXTENDED SOLO 
FEATURE AND ENSEMBLE PARTNERSHIP 
 
This chapter seeks to answer several questions which include: how does Schaphorst 
maintain a small-group feel in his big band compositions, and what does he do musically to 
allow this to happen? How are solos paced, especially those that last an extended amount of 
time? How are extended solo features catered to the soloists? And finally, what role do auxiliary 
instruments play in building climaxes, creating new textures, and inspiring new improvisational 
ideas? Before answering these questions an understanding of how improvisation differs in 
traditional big band music and smaller jazz combo settings will be addressed.  
Improvising in a big band can often feel very different for soloists than doing so in a 
smaller jazz combo setting. In jazz combo playing, improvisation is largely the focal point of the 
music, and soloists generally have ample time and space to develop their solos. However, in big 
band music, the arrangement itself may be the central focus with improvisation as a side 
component. When this is the case, solo sections are generally shorter and may be accompanied 
by background figures which push the soloist to play energetically. In other words, there is often 
limited time given to the soloist to develop ideas; therefore, improvisation must start 
immediately and get to the point quickly. This is especially true in traditional big band music 
where improvised solos may only last for twelve to thirty-two measures. A brief example of 
typical big band soloing61 will ensue, as found in Neal Hefti’s composition Flight of the Foo 
Birds. This example will include a short explanation of form and highlight how improvisation 
has been used in the work.  
 
61 The author recognizes the generalization being made, which is that traditional soloing in a big band setting 
features shorter improvisation sections with backgrounds figures that prompt soloists to play high energy material. 
Exceptions do exist, but it’s the author’s belief that a vast majority of traditional big band music adheres, at least to a 
degree, to these parameters.  
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In Flight of the Foo Birds there are three brief solo sections that feature an alto sax, 
trumpet, and tenor sax. Diagram 4-1 below shows the form and length of each of the three solo 
sections. Notice the following: 
1. Alto Sax Solo – 18 measures long (including the solo break) with trombone backgrounds. 
 
2. Trumpet Solo – 12 measures long with saxophone backgrounds. 
 
3. Tenor Sax Solo – 30 measures total (including the solo break), but it is divided into 18 
and 12 measure chunks. However, no backgrounds accompany this solo.  
 
Diagram 4-1, Flight of the Foo Birds by Neal Hefti  
 
| “A” Section Melody (8 meas)    | “A” Section Melody Repeated (8 meas)  | 
 
| “B” Section Sax Soli (8 meas)    | “A” Section Melody Restated (8 meas)  | 
 
| Send-off to Solos (6 meas) & Solo Break (2 meas) | Alto Sax Solo w/ Trombone BGs (16 meas) | 
 
| Short Band Interlude (4 meas)   | Trumpet Solo w/ Saxophone BGs (12 meas)  |  
 
| Send-off to Solos (6 meas) & Solo Break (2 meas) | Tenor Sax Solo w/out BGs (16 meas)  | 
    
| Short Band Interlude (4 meas)   | Tenor Sax Solo w/out BGs (12 meas)  |  
 
| Send-off Idea (6 meas) & Drum Break (2 meas) | Shout Chorus (32 meas) & Tag End (6 meas) || 
 
BGs = backgrounds 
 
Typical of traditional big band solo sections, there is a relatively small amount of time 
allotted for improvisation, and background figures and wind interludes keep the piece driving 
forward energetically.  
 Schaphorst is not only concerned with expressive ensemble writing like Neal Hefti, but 
he is deeply invested in maintaining a “small-group combo feel” in which extended solos are 
equally as important as the rest of the compositional material. Improvised solos are a significant 
element of his music, and this is manifested by the amount soloists are required to play. In 
Uprising, which is 156 measures long (or approximately 12 minutes and 35 seconds), the tenor 
saxophone soloist rests for only 11 measures which equals approximately 31 seconds. In How to 
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Say Goodbye, which is 242 measures long (or approximately 7 minutes and 45 seconds), the 
trumpet soloist rests for 65 measures which equals approximately 1 minute and 22 seconds. 
While the soloists do have written melodies in their parts, the vast majority of what they play is 
improvised over chord changes.  
1) CATERING TO THE SOLOIST 
The demands placed on the soloists in Uprising and How to Say Goodbye are substantial. 
Both pieces were written for experienced professional musicians and improvisers. When 
composing Uprising, Schaphorst wrote specifically for tenor saxophonist Donny McCaslin. 
Having collaborated for many years, Schaphorst was well acquainted with McCaslin’s playing. 
Similarly, when composing How to Say Goodbye, Schaphorst wrote specifically for trumpeter 
John Carlson. Carlson and Schaphorst also share a long history of collaboration and friendship. 
Schaphorst commented,  
“I knew that Carlson could [play the feature in How to Say Goodbye] just based on my 
experience working with him, and that he would be interested in doing that. It wasn’t just 
that he could do it, but that it would feel kind of satisfying.” 
When writing for both McCaslin and Carlson, it was important to Schaphorst that his music 
would be enjoyable for them to play. 
2) ALLOWING THE MUSIC TO BREATHE 
 The shape and overall dynamic contour of both Uprising and How to Say Goodbye 
contain hills and valleys. There are moments of growth, climax, and times where the piece 
almost starts back at “ground zero.” Figuratively speaking, starting at ground zero could be 
compared to an artist who lays aside previous art work and sets a new canvas upon the easel. A 
new canvas means new possibilities, growth, and development.  
69 
 
Schaphorst moves toward “ground zero” by scoring for fewer instruments and writing 
less dense and more simple sustained lines in the ensemble. Additionally, the prior section 
decreases in volume, and sometimes he uses word cues to prompt musicians toward a change in 
mood and feel. Most experienced jazz musicians will play differently as a result of the 
adjustments in scoring and arranging; however, not all musicians will interpret these changes in 
the same way. The rhythm section members in both Uprising and How to Say Goodbye display a 
level of sensitivity to these changes by playing lighter and with more space, and with an 
understanding that the journey to the next climax does not have to be hurried. This allows the 
music to breathe, feel more open, and develop in a less contrived manner. 
A great example of this is found in the middle of the ballad section, or “second 
movement,” at m. 80 of Uprising. Prior to this point, the tenor sax has already played an intense 
solo over the “Africa” groove, the winds have played a shout section, and a bluesy ballad has 
been introduced. While the feel of the piece changes tremendously at the start of the bluesy 
ballad section (m. 64), by 16 measures later, the music is reduced to the rhythm section and tenor 
sax soloist only. The time feel is very open, spacious, and unconfined. It’s as if Schaphorst hits a 
rest button and the piece is condensed to its simplest form. This gives a blank canvas to the 
soloist, and it’s the catalyst for the upcoming climax. 
3) PACING THE SOLO FEATURE 
 In both Uprising and How to Say Goodbye similarities exist in pairing soloists with the 
ensemble. Both pieces begin with the ensemble playing a short motive while the soloist rests. 
When the final note of that motive is sustained, either as a fermata or as an extended long note in 
the winds, the soloist then enters improvising over the sustained note. The ensemble and soloist 
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trade-off several times up until the soloist takes its first extended solo. The following two tables 
show how the ensemble and soloist trade-off at the beginning of each piece.  











1-5  X   soloist rests 
6-12 X  X  soloist improvises over a 
long-sustained note in the 
winds 
13-17  X   soloist rests 
18-24 X  X  soloist improvises over a 
long-sustained note in the 
winds 
25-34  X   soloist rests 
35-40 X   X backgrounds are played in 
bari sax, and trombones 
2-4 
41-44  X   soloist rests 
45-52 X   X backgrounds are played in 
bari sax, and trombones 
2-4 
[measures 41-52 repeat] 
53-64  X   soloist rests 
65-on X    soloist plays extended 
solo 
 









1-2  X  soloist rests 
2-4 X  X soloist improvises over sustained note in the 
winds/organ/rhythm section 
5-6  X  soloist rests 
7-8 X  X soloist improvises over sustained note in the 
winds/organ/rhythm section 
9-10  X  soloist rests 
11-13 X X X soloist improvises over winds melody and 
then over a sustained note 
14-18  X  only the rhythm section plays, soloist rests 
19-33 X X X soloist plays written melodies with the 
ensemble and then solos over long notes 
34-37  X  soloist rests 
38-on X   soloist plays extended solo 
 
 Both pieces roughly contain two open solos sections in different grooves. In Uprising, the 
first open solo is in a swinging “Africa” groove; the second is in a 12/8 feel. In How to Say 
Goodbye, the first open solo is over a loose jazz waltz, the second is over a 6/8 bembé. In both of 
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the second open solo sections, Schaphorst includes background figures that are to be played “as 
written” initially but then embellished. The word cues in the part instructs the musicians to 
gradually fade out while embellishing written out lines. This temporarily creates a blurred texture 
until the horns fade out (this is discussed in greater detail at the end of Chapter 5 – see “vamps 
with embellishments”). To conclude both pieces, a new groove is played in the coda section (in 
Uprising a modal ballad, and in How to Say Goodbye a blues march).  
 The short list below contains a brief summary of what has been discussed thus far in this 
chapter and it highlights the similarities that exist between the extended solo features in both 
Uprising and How to Say Goodbye.  
Extended Solo Feature Similarities (Summary) 
1. Ensemble and soloist trade off at the beginning.  
a. Soloists play in the cracks over sustained notes, light backgrounds or rests in the 
winds.  
 
2. Two open solo sections exist.  
a. The first open solo is in one groove.  
b. The second open solo is in a different contrasting groove.  
i. In the second open solo section backgrounds are played and intentionally 
embellished by winds. 
   
3. New groove introduced in the coda. 
 
While there are obvious similarities to the overall structure and compositional devices 
used in both features, differences also exist. One of the most apparent being the additional rests 
that are afforded to the trumpet soloist in How to Say Goodbye. While John Carlson plays 
extensively, Schaphorst who is a trumpet player himself is aware that long solo passages are 
taxing – even professional trumpet players need breaks. Effective rests in the trumpet part 
increase the soloist’s endurance and stamina. During the largest rests that the trumpet soloist has 
in How to Say Goodbye, extensive development of theme #2 occurs (m. 152-191) before the 
trumpet soloist resumes playing.  
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The following two diagrams display in greater detail some of the differences and 
similarities between these pieces. The soloist’s involvement has been highlighted in red text and 
purple text below.  
Diagram 4-2, How to Say Goodbye – Extended Solo Involvement 
How to Say Goodbye Groove Changes and Motivic Usage 
| 3/4 Swing (theme #1) m. 1-32    | Bembé 6/8 (theme #2) m. 33-40  | 
(tpt solo m. 6-12, 18-24)      (tpt solo m. 35-40)    
m. 17 D. S. enters playing “loose jazz waltz”  A. P. & D. S. play together    
m. 25-32 D.S. plays hits only 
 
||: 3/4 Swing (theme #2) m. 41-44    | Bembé (theme #2) m. 45-52            [repeat] :||  
D. S. plays hits only        (tpt solo m. 45-52) 
       A. P. & D. S. play together         
     
| Swing (theme #2) m. 53-70    | 3/4 Swing (theme #1 var. BGS)., m. 71-98 |  
(tpt solo m. 65 and on…)     (tpt solo continues) 
m. 53-59 D. S. plays hits only     
m. 61-98 D. S. plays time 
   
| Bembé (theme #1 variation) m. 99-110   | Bembé (theme #3) m. 111-127  | 
(tpt solo continues)     (tpt solo has written melody) 
A. P. & D. S. play together    A. P. & D. S. play together 
           
| Bembé (theme #3) m. 128-151    | Bembé (theme #2) m. 152-191  | 
 (tpt solo m. 128-151)     (wind development – tpt solo m. 176 and on)   
A. P. & D. S. play together    A. P. & D. S. play together 
                              
| Swing (theme #2) m. 192-199, (theme #1 & 2) m. 200-213  | Swing 3/4 (theme #3) m. 214-217  | 
(tpt solo continues)     (tpt solo has written melody) 
D. S. jazz waltz with congas     D. S. jazz waltz with congas 
           
| Swing 3/4 (theme #3) m. 218-225    | Blues March (theme #2) m. 226-237 |  
(tpt solo has written melody)    (tpt solo m. 226-236) 
D. S. jazz waltz with congas    D. S. only 
              
| No Groove, Fermatas with hits, m.238-242   || 
 (tpt solo over last measure) 
 
Key 
Tpt Solo = trumpet has chord changes and is improvising  
Tpt Solo = trumpet plays written melody 
D. S. = drum set   







Diagram 4-3, Uprising – Extended Solo Involvement 
Uprising Groove Changes and Motivic Usage 
| 4/4 Opening Chorale (motive #1)    | 6/4 Pickup Bar (motive #2 influenced)  |  
m. 1-13 (sax solo m. 3-4, 7-8, 11-13)  m. 14       
 
| 4/4 Africa Groove (motive #2 & 1 trade)  | 6/4 Pickup Bar (motive #2 influenced)  | 
m. 15-32 (sax solo m. 19-32)   m. 33 
 
| Africa Groove (solo send-off - motive #2)  | Africa Groove (open solo), BGs (motive #2) | 
m. 34-37     m. 38-43 (sax solo returns)   
 
| Full band backgrounds (motive #1 & 2)  | Transition      | 
m. 44-59 (sax solo cont.)    m. 60-63 (sax solo cont.)  
    
| Bluesy Ballad (motive #1), BGs (motive #1) | Ballad cont. (half-time feel, goes to nothing) | 
m. 64-79 (sax solo cont.)    m. 80-95 (sax solo cont.)  
 
| BGs (motive #1 & 2)     | 3/4 meter, 12/8 Groove, Brass BGs (motive #1 var.) | 
m. 96-109 (sax solo cont.)    m. 110-119 (sax solo cont.) 
 
| BGs (motive #2) (open solo)   | Silence (solo and winds fade to nothing)  | 
m. 120-133 (sax solo cont.)   m. n/a   
 
| 4/4 Opening Chorale Recap (motive #1)  | Modal Ballad (motive #3)   ||  
m. 134-145 (sax solo cont.)       (elision in phrases) m. 146-156 (sax solo cont.)          
4) GROOVE CHANGES, NEW TEXTURES, NEW CREATIVE THOUGHT 
 The concept of groove changes helping to create a specific arc in a composition (as 
discussed in chapter 3) holds true in an extended solo feature as well. The ways in which grooves 
are utilized can encourage a piece to grow, pull back, or lie static. Groove changes in some cases 
make a piece feel divided into different movements or moods, and they potentially break up the 
monotony and add spontaneity. Additionally, the use of auxiliary percussion instruments in 
various grooves creates new textures and rhythmic subdivisions that can inspire soloists to 
explore new creative thoughts and ideas. An example is Donny McCaslin’s improvisation over 
the 12/8 groove in Uprising (listen to Diagram 3-8, mvt 3). Commenting on McCaslin’s playing 
in 12/8 Schaphorst said,  
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“That’s why Donny…[is] great... I’ve written a lot of music for him over the years, but I 
always feel when he’s in 12/8, he’s really feeling all of the different subdivisions and able 
to move freely from one to the other.”  
The inclusion of different subdivisions, be it a simple or compound meter, and/or feels (i.e. 
straight-ahead swing, shuffle, blues march, bembé, bossa etc.) will likely result in soloists 
making different rhythmic and melodic choices. This can help keep both the soloists and 
audience engaged in the music-making process. 
RECAP 
 Featuring a soloist in a big band setting can occur in a variety of ways. Traditional big 
band soloing most often involves solo sections that are relatively short and contain energetic 
background figures in the winds. Schaphorst’s approach in Uprising and How to Say Goodbye, 
however, focuses on extended improvisation through multiple open solo sections in a variety of 
grooves. These grooves help with the development of intricate ensemble writing and inspire new 
improvisatory thought. Other striking characteristics include the interplay between the soloist 
and ensemble, and the deliberate patience to allow the music to breathe, build slowly and 
organically. The inclusion of these techniques keeps small-group improvisation a central 





CHAPTER 5: THE SCHAPHORST SOUND: VOICINGS  
AND OTHER MUSICAL DEVICES 
 
 Some defining characteristics of a composers’ unique sound include their choice of 
voicings, harmony, instrument combinations, and other specific musical devices. This chapter 
seeks to shed light on these components in Ken Schaphorst’s big band compositions.  
The same statement made by Rayburn Wright in his book “Inside the Score” in which he outlines 
the composition approach of Sammy Nestico, Thad Jones and Bob Brookmeyer is true for this 
chapter as well.62 Wrights says,  
“Remember that the rules of writing which are noted are not literal rules followed by the 
writers, but are summaries of the practices that their ears and experiences have led them 
to follow. In many cases the writers may not think of their writing in these terms, but 
anyone wanting to learn the secrets of fine writing should study their consistent methods 
carefully.” 
 
Likewise, what follows below are select observations that intend to highlight unique choices 
made by Schaphorst in his music. These highlighted passages not only show Schaphorst’s 
connection to the tradition of jazz arranging and composition, but they display modern elements 
that are unique and individualistic. Excerpted passages are taken from Jobim, Mbira 2, Uprising, 
and How to Say Goodbye. By no means is this a comprehensive list of every voicing and device 
used in each piece. Additionally, this chapter does not assume that all of Ken Schaphorst’s 
“sound” or voicing knowledge has been included in these works. The examples listed hereafter 
simply shed light on some tendencies that affect his sound and compositional style.  
A quick note about each of the examples in this chapter: Editorial chord changes have 
been written above the top staff in each excerpt to help see at a glance the specific harmony 
 
62 Rayburn Wright, Inside the Score: A Detailed Analysis of 8 Classic Jazz Ensemble Charts (Delevan, New York: 
Kendor Music, 1982), 97. This book contains a detailed analysis of eighth classical jazz ensemble charts by Sammy 
Nestico, Thad jones, and Bob Brookmeyer. 
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voiced in the winds. At times, these editorial chord changes may be more specific or conflict with 
the chord changes notated in the rhythm section.  
MBIRA 2 
 
Voicings Part 1 
At the opening of Mbira 2 Schaphorst writes maj13 chords that include the 11th, or 4th, 
scale degree. It is much more common for the 11th to be raised by one half-step and become a 
♯11, then for it to be included in a major voicing unaltered, or left as a ♮11. In the seven-note 
voicings shown in Ex. 5-1, Schaphorst includes all of the notes in a G major scale. The resulting 
sound is dense and rich. All seven pitches are clustered together, being written within one octave. 



































Ex. 5-2 shows measure 13, highlighted with the red box above, in a condensed grand staff 
score. All seven notes in the G major scale are used. It is interesting to note that Schaphorst 
highlights the ♮11 by having it played by three instruments – bari sax, 2nd trombone, and bass 
trombone. Clearly, the ♮11 was intended to be brought out.  
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Schaphorst continues to use dense voicings throughout the piece. Theme #3 specifically 
uses 6-note voicings almost the entire time. Ex. 5-3 shows the first statement of theme #3 found 
in m. 57-66, and Ex. 5-4 shows the second statement of theme #3, which happens to be the 
development and shout chorus (m. 121-148). The beginning of both excerpted passages is nearly 
identical, but Ex. 5-4 shows further development of theme #3 through rhythmic displacement, 
subtle voicing variations, and coupling63 alterations between saxes and trumpets. Ex. 5-3 and 5-4 
 
63 Gary Lindsay, Jazz Arranging Techniques: from Quartet to Big Band (Miami, Florida: Staff Art Publishing, 
2005), 196-197, 205-210. Gary Lindsay defines coupling as follows in his book, “Coupling refers to the relationship 
between notes played by the lead trombone, lead alto and the trumpet section.” There are three types of coupling 
options. 
1. Direct Coupling – This term is used when at least one or more notes are doubled between the sections 
(saxes, trumpets, and trombones). Example #1 – If the lead alto is playing the same exact note as the 
trumpet 3 in a given voicing, this would be an example of direct coupling. This would be called “coupling 
at the third voice” if the third trumpet is playing the third highest note in the voicing. Example #2 – If 
trombone 1 is playing the exact same note as the trumpet 4 in a given voicing, this would be an example of 
direct coupling. This would be called “coupling at the 4th voice” if the fourth trumpet is playing the fourth-
highest note in the voicing. Example #3 – If trombone 1 doubles the lead alto, this would be called direct 
coupling with alto sax 1. Note, this is not called “coupling at the 1st voice,” unless the lead alto is playing 
the main melodic line. 
2. Indirect Coupling – This term is used when there are no note doublings between sections. Example – If the 
lead trombone does not double any of the same notes in the trumpet section voicing (this is quite normal) 
this would be called indirect coupling between trombone 1 and trumpet section.  
3. Variable Coupling – This term is used when the coupling from note to note changes between direct and 
indirect. Example – If alto sax 1 is coupled with trumpet 4 in one voicing, trumpet 3 in the next voicing, 
and then is indirectly coupled with the entire trumpet section after that, it would be called variable coupling 




are displayed hereafter. After both excerpted passages are presented, an analysis of key voicing 
and coupling devices will be presented. 
























Voicings Part 2 
 
1. Density – Six note voicings exist predominantly throughout each excerpt. The result is a 
very rich and dense texture. There are only a few situations in which this is not the case. 
a. 5 note voicings  
i. m. 58 & 121 – second eighth-note of beat 2 
ii. m. 59 – third triplet eighth-note of beat 4 
iii. m. 61 & 125 – second eighth-note of beat 4 
iv. m. 63 – third triplet eighth-note of beat 2 
v. m. 140 – entire measure 
vi. m. 143-148 – beginning in beat 3 of m. 134 
 
2. Close Position - Saxes, trumpets and trombones are in close position for a large majority 
of the excerpts (close position is where all of the notes in a voicing lie within an octave). 
These close positions create a tight and compact sound. Additionally, close voicings are 
mobile, meaning they can move through fast passages, or passages with a lot of notes, 
with ease.   
a. Saxes – Overall, the saxes are stacked very tightly together. Each of the saxes are 
almost always a step (whole or half) away from each other when in close position.  
b. Trumpets – Overall, there is always at least a third between trumpet 1 and trumpet 
2. Usually trumpets 2, 3 and 4 are either a step away (whole or half) or a third 
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away from each other. The trumpet section always remains in close position for 
both excerpted passages.    
c. Trombones – Overall, there is always at least a third between the top two 
trombone voices. Trombones primarily stay in close position. A few exceptions 
exist (see Ex. 5-6).  
 




3. Low Roots in Bari and Bass Trombone – In m. 128 the bari sax and bass trombone drop 
down an octave on “beat 4” and the “and-of-four.” 
a. Importance – To add emphasis to the hits. 
 




4. 5-Way Drop 2 and 3 – This means there are 5 different notes in the saxes. If all of the 
notes in this passage where put in close position, you would take the 2nd and 3rd notes 
from the top and drop them down one octave. That’s the voicing. 
a. When does this occur? 
i. m. 133 beat 3 through the second eighth-note of beat 2 in m. 134  
ii. m. 138 beat 2 through the end of measure 
iii. m. 142 beat 1 through the second eighth-note of beat 3 
b. Importance – Changing the voicing from close to “5-way drop 2 and 3” changes 
the color and timbre of the passage. This voicing change highlights a moment of 
surprise, and given the repetitive rhythmic nature of what has been played 
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previously in the shout chorus, the listener may expect rests to follow. Instead, the 
ensemble continues to play, and the melody in trumpet 1 is voiced higher.  
c. Coupling Change – When this voicing happens, alto sax couples directly with 
trumpet 2. This is generally avoided because doubling the 2nd trumpet can 
diminish the strength of the lead line, making the chord sound out of balance. 
However, because the voicings are already incredibly dense, and trumpet 1 
ascends to a register that allows it to project more, in addition to being doubled at 
the octave by tenor 1, the melody remains clear and audible.     
 




5. 5-Way Drop 2 and 4 – In m. 143 on beat 3, through m. 148 the saxophone voicing 
changes to a 5-way drop 2 and 4, which means there are 5 different notes in the saxes. If 
all of the notes in this passage were to be put in close position (again, this is where all of 
the notes lie within an octave), the 2nd and 4th notes from the top would be dropped down 
one octave (see Ex. 5-8). 
 




6. Quartal Stacks – In m. 143 on beat 3, through m. 148 (same as the last example), the 
trombones section changes from close position voicings into stacked fourths, also called 
quartal stacks. In this scenario, three perfect fourth intervals are stacked on top of each 
other.  
a. Importance – This change in voicing highlights a short six beat transition back 
into the recapitulation of the original opening groove. A complete grand staff 



















1. Trombone 1 Indirect Coupling – Trombone 1 rarely doubles any notes in the trumpets.  
a. Exceptions  
i. m. 58 & 121 – second eighth-note of beat 2   
ii. m. 59 – third triplet eighth-note of beat 4 
iii. m. 61 & 125 – second eighth-note of beat 4   
iv. m. 63 – third triplet eighth-note of beat 2 
v. m. 128 & 136 – beat 4 and the second eighth note of beat 4   
vi. m. 143-148 – beginning in beat 3 of m. 134 
b. Importance – By not doubling notes in the trumpet section, more pitches are 
added to the voicing which results in greater richness and depth. Couplings are 
shown with brackets in Ex. 5-3 and 5-4. 
 
2. Trumpet 1 Direct Coupling – Trumpet 1, which contains the lead melody, is always 
doubled at the octave (or down one octave) by another instrument. A vast majority of the 
time, tenor sax 2 doubles trumpet 1 at the octave. There are a few instances, however, 
where tenor sax 1 takes over and doubles trumpet 1 (m. 138 beats 2-4, m. 142 beats 1-3, 
m. 143 beat 3 through the end of m. 148). 
a. Importance – Considering the dense quality of these voicings, adding one more 
instrument to support the melody in trumpet 1 enables it to project a little bit 
better through the ensemble. Couplings are shown with brackets in Ex. 5-3 and 5-
4. 
 
3. Alto Sax 1 Direct Coupling – Alto sax 1 directly couples with trumpet 3.  
a. Exceptions 
i. m. 59 – the tied third triplet eighth-note of beat 4 
ii. m. 63 – the tied third triplet eighth-note of beat 2 




5-way drop 2 and 4 
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iv. m. 138 beat 2 through the second eighth-note of beat 4 – “5-way drop 2 
and 3” 
v. m. 142 beat 1 through the second eighth-note of beat 3 – “5-way drop 2 
and 3” 
vi. m. 143 beat 3 through m. 148 – “5-way drop 2 and 4” 
b. Alto Sax 1 coupled with Trumpet 2 
i. Every time the “5-way drop 2 and 3” and “5-way drop 2 and 4” voicings 
occur, alto sax 1 directly couples at the 2nd voice, or doubles trumpet 2. As 
mentioned previously, coupling alto sax 1 with trumpet 2 is generally 
avoided and abnormal, because it can lead to overshadowing the melody 
in trumpet 1.64 It can obscure the melody slightly by making the chord 
somewhat out of balance and brings added weight to the note directly 
beneath the melody. Interestingly, every time trumpet 1 plays the highest 
version of the descending motive from theme #3, trumpet 2 is doubled by 
the lead alto. A brief example of this is found in Ex. 5-10 below.  
 


















64 Gary Lindsay, Jazz Arranging Techniques: from Quartet to Big Band (Miami, Florida: Staff Art Publishing, 





Low Intervals and Voicings 
When writing voicings and intervals around or below C3, composers and arrangers should 
be cautious to avoid sounding unclear and muddy.65 Here are some general guidelines regarding 
low interval and voicing limits from Gary Lindsay,66  Ken Schaphorst, and Chip McNeill.67  
1. The root of the chord can be detached from the rest of the voicing and be placed much 
lower than the other notes. Example 5-11 shows the root of a Cmin9 chord being placed a 
minor 10th below the next upper note.68  
 




2. If the lowest note of a voicing is written around B♭2 to D3, and it isn’t the root or fifth of 
the chord (which means the chord is in first or third inversion), then there is a chance the 
chord may lose clarity and sound muddy. This can be affected by context and volume.69  
Caution is advised! 
 
3. The lower the voicing, the more space required between the bottom two notes. Low, tight 
intervals (i.e. major or minor second) can sound muddy and unclear.70  
 
While it’s important to be aware of these general guidelines, there are several instances when 
composers intentionally do not adhere to them. Here are some examples: 
 
65 Many opinions exist concerning how low chords or intervals can be played before they lack clarity and sound 
muddy. Stating C3 as a point at which intervals and chords may lose clarity is merely a reference point worth 
considering – not a definitive limit or threshold that cannot be broken. Further generalities of low intervals and 
chord voicings are stated on the following page. 
66 Lindsay discusses what he calls “low interval limits,” and gives advice on maintaining clarity when writing low 
intervals. Gary Lindsay, Jazz Arranging Techniques: from Quartet to Big Band (Miami, Florida: Staff Art 
Publishing, 2005), 92-94.  
67 Chip McNeill is currently the Director of Jazz Studies at the University of Illinois at Urbana-Champaign. 
Previously the musical director for Arturo Sandoval’s band, his arrangement, and performance of Hot House won a 
Grammy award for Best Latin Jazz Recording. He has also written, performed and recorded extensively with 
Maynard Ferguson, and countless other notable jazz luminaries. Learn more at: 
https://music.illinois.edu/faculty/charles-chip-mcneill.   
68 Chip McNeill, “Lower Interval Limits” (class lecture, Jazz Arranging III, University of Illinois at Urbana-
Champaign, Smith Hall Urbana, IL, Fall 2017. 
69 Ibid. 




1. If the lowest note of a harmonized melodic line dips low momentarily, say for example a 
few eighth-notes or sixteenths, and it does this to keep good voice leading, then it’s not 
problematic.71  
 
2. The interval of a perfect 5th by itself, or having a perfect 5th at the bottom of a voicing 
can be written well below B♭2. This interval can be played quite low, as long as the two 
voices are able to balance one another.72   
 
3. If a chord is harmonized too low, playing it at a softer dynamic level can lessen the 
muddy effect, because the overtones don’t resonate as strongly.73  
 
In the opening chorale section of Jobim, Schaphorst dismisses the lower interval limit 
guidelines by placing two separate stacked fifths next to each other (see red boxes in Ex. 5-14 at 
m. 15). The lowest perfect 5th interval is in the 2nd and 3rd trombones (G2 and C2), while the 
slightly higher perfect 5th is in the bari (E♭2) and tenor sax (B♭2). As stated above (in point 
number two), having a low perfect 5th interval is not a problem. However, two perfect 5th 
intervals in that low range only a minor 3rd away from each other is uncommon; yet, this works 
for a few reasons. First, the interval of a perfect 5th is an incredibly strong sound that resonates in 
a very robust and rich manner – the complete voicing in the winds is in fact multiple stacked 
fifths from top to bottom (see Ex. 5-12 and 5-13). Second, combining the descending saxophone 
notes in m. 15 with trombones (that are essentially playing a pedal) creates an E♭maj13/C which 
is a strongly consonant chord quality.  
Notice that this strongly consonant voicing is sustained for four beats and used for 
emphasis. Schaphorst is not abandoning lower interval limit guidelines with a brief eighth or 
sixteenth-note line, or even a softer dynamic; he is intentionally emphasizing this sonority before 
 
71 Gary Lindsay, Jazz Arranging Techniques: from Quartet to Big Band (Miami, Florida: Staff Art Publishing, 
2005), 92-94. 
72 Ken Schaphorst, in discussion with the author, April 2020. 
73 Gary Lindsay, Jazz Arranging Techniques: from Quartet to Big Band (Miami, Florida: Staff Art Publishing, 
2005), 92-94 and Ken Schaphorst, in discussion with the author, April 2020. 
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ascending out of the low range. Ex. 5-12 shows a close up of measures 14-15 divided up by 
sections and Ex. 5-13 shows the same measures again but organized into stacked fifths.  
Ex. 5-12, Jobim m. 14-15 voicings by sections Ex. 5-13, Jobim m. 14-15 –  
voicing organized in perfect 5ths 
  
As shown in Ex. 5-14 with orange boxes, Schaphorst uses stacked fifths (m. 10-13), or 
“quintal stacks” in the lower register trombones. The lowest two-notes in the trombones are 
technically below the lower interval limit, but as stated previously having a perfect 5th at the 
bottom of a voicing works just fine. Listen to the sonic result of effective low register writing in 




































Side-Stepping Harmony Part 1 
 In m. 28 of Jobim, Schaphorst intentionally side-steps the underlying harmony by writing 
a ♭6 over a C6/9. The term side-stepping74 indicates a deliberate avoidance of the chord of the 
moment. In this example, the inclusion of the ♭6 does not fit into a C6/9 voicing. However, 
Schaphorst makes this note work by doing the following: 
1. The half-step motive is played many times before it ever conflicts with the harmony.  
2. The ♭6 occurs on weak beats two and four, and then quickly resolves to the fifth. 
3. The ♭6 motive is the primary melodic line and is purposefully brought out.  
 
The blue boxes in Ex. 5-15 show just how many times the half-step motive is used before it does 
not fit into the chord changes of the moment (shown with red boxes). For another example of 












74 Eunmi Shim’s book Lennie Tristano: His Life in Music briefly discusses “side-stepping” (or side-slipping) in jazz 
improvisation, and an extended quote from Shim’s book below sheds further light on its meaning. The author 
recognizes that side-stepping is not a common term in classical theory; however, it is used with some frequency in 
the jazz community. While this term is often used to described an approach in jazz improvisation, the guiding 
principle of intentionally playing a motive outside of the chord change of the moment is found in jazz composition 
as well. Shim states, “[The] device of ‘playing chromatically outside of the chord changes’ is called side-slipping or 
side-stepping, recognized as an advanced concept in jazz improvisation. David Baker was one of the first to account 
for it as ‘a technique of arbitrarily moving a theme, or theme fragment, to another key area irrespective of the 
underlying harmony,’ which ‘often involves a half step or whole step movement.’ Jerry Coker, to whom David 
Liebman attributed the term side-slipping, regarded it as synonymous with ‘outside playing’: ‘these terms refer to 
events in a solo where the improviser is deliberately playing out-of-the-key for the sake of creating tension.’ Mark 
Boling also stated that it is a ‘type of outside playing’ in ‘slipping in and out of the tonality.’ Thus side-slipping [or 
side-stepping] is a form of temporary bitonality where chromatic harmony is superimposed over the standard 
harmonic progression.” Eunmi Shim. Lennie Tristano: His Life in Music (Ann Arbor, MI: The University of 
Michigan Press, 2010), 183). 
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At the beginning of chapter two Schaphorst states his admiration of Thelonious Monk’s 
willingness and ability to limit himself to one or two ideas when composing.75 Schaphorst 
explains that if a composer follows this model and sticks to developing a few unique ideas, then 
the resulting piece will be original. Schaphorst, not only limits the amount of motives and themes 
in his music, but he sometimes goes a step further by limiting the voicings. An example is found 
in the introduction to Uprising.  
Uprising begins with a brief chorale where the tenor saxophone improvises during 
sustained notes. During the first ten measures, the voicing structure for almost every voicing in 
the winds is the same. Ex. 5-16 shows the first chord at the beginning of the piece divided by 
sections (saxes, trumpet, and trombones76).    







75 Ken Schaphorst’s quote from page seven in chapter two states, “It goes back to motivic development… I believe 
pretty strongly that’s one reason, in the case of Thelonious Monk’s music, that I admire [it]. That’s one of the 
reasons why all of his pieces are so unique… he limits himself to really one idea or maybe two. And if those ideas 
are unique themselves, some are more unique than others I’ll say – some just sound like blues licks, but some are 
genuinely unique. But if you’re disciplined in that way and limit yourself to that material, then the piece is going to 
be unique.” Ken Schaphorst, in discussion with the author, March 2019. 
76 Schaphorst only scored for three trombones in Uprising and Jobim. Duke Ellington, Buddy Rich and Woody 
Herman only used three trombones in their bands and Schaphorst decided to experiment with the same 
configuration. Ken Schaphorst, in discussion with the author, April 2020. 
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The formula for this voicing is as follows: 
1. Bass trombone always plays the root.  
2. Bari sax is a perfect 5th above the bass trombone’s root. 
3. Trombones 1 and 2 play the 9th and 3rd (the 3rd changes from major to minor given the 
chord of the moment)  
4. Trumpets play the 3rd and 7th (these change from major to minor given the chord of the 
moment).  
5. The saxophone voicing sits between the trombones and trumpets. This voicing contains 
two perfect 5ths that are stacked one step away from each other. Sometimes the step is a 
whole-step, and other times it is a half-step.   
 
When listening to this 5-note voicing, note the open and lush quality created by the stacked 
fifths. A vast majority of the time this opening motive is played, it is accompanied by this 
specific voicing. Ex. 5-17 shows just how frequently this voicing is used in the first twelve 


























































At the recapitulation, Schaphorst restates this opening theme and does so using the same 
voicing as before (shown in Ex. 5-16). This voicing is used from m. 134-143; however, the 
harmony is changed slightly. These harmonic alterations are circled in Ex. 5-18, and text is 
provided at both the top and bottom of the condensed score to explain their inclusion and 












































Side-Stepping Harmony Part 2  
 In m. 56 and 57 of Uprising, Schaphorst intentionally side-steps the underlying harmony 
by writing a B♮ over an E♭min11. While the B♮ is only played for one eighth-note in both m. 56 
and 57, it is not hidden or disguised – its use is intentional. Why and how does this work? 
1. The B♮ (or C♭) is part of motive #2. Motive #2 is played a total of eleven times before 
this side-stepping of harmony occurs.  
2. It is played strongly and used for emphasis.  
3. Quartal stacks (or three perfect fourth intervals stacked above one another in this 
example) in the trumpets help support this sound. Important note – quartal and quintal 
stacks are common structures that aid with side-stepping harmony. They are strong 
sounds that support whatever note is at the top, even if that note does not fit within the 
harmony given to the rhythm section.  
4. Schaphorst views the E♭min11 in this context as more of an aeolian sound instead of 
dorian. This is because he has derived the chord progression from a III-VI ii-V I turn 
around. The chord changes in the actual score for m. 52-65 are shown in Ex. 5-19. The 
III-IV ii-V progression that influenced the chord changes in the score are shown in Ex. 
5-20. 
 
Ex. 5-19, Uprising m. 52-65 - Original Chord Changes 
 
 
 D♭:      IIIalt                       Tritone sub            ii11                      Tritone sub           Tritone sub             
            for VIalt                            for Valt             for Ialt                                       
 
Ex. 5-20, Uprising m. 52-65 – The original chord changes were based off of this III-IV ii-V turn-around 
progression. Schaphorst sometime thinks of the iii (when it is in fact minor) and the ii in a turn-around as aeolian 
instead of dorian.77  
 
 
 D♭:     IIIalt                        VIalt                       ii11                       Valt                  Ialt                           
 
The condensed score excerpt in Ex. 5-21 shows how this side-stepping occurs within the 





77 Ken Schaphorst, in discussion with the author, April 2020. 
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JOBIM & UPRISING 
The Organ: Additional Harmonic, Melodic and Rhythmic Support 
Schaphorst added organ parts to both Jobim and Uprising to accommodate jazz pianist 
and organist John Medeski. Medeski was originally asked to play piano for Schaphorst’s big 
band album Purple, but was unsure whether he would be available. As a result, pianist Uri Caine 
was hired to record with the ensemble. When Medeski later communicated that he could in fact 
make the recording dates, Schaphorst wrote organ parts to include him. The organ parts could be 
considered addendums given that they were created after booth compositions had been written.  
Benefits of Writing for Organ 
 
1. Ability to Sustain – It adds strength and support to sustained lines in the winds and can 
“fatten up” up the sound.78 
 
78 Ken Schaphorst, in discussion with the author, April 2020. 
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a. Uprising – Fermatas in the beginning (m. 3-4, 7-8, 13). 
 
2. Used like a horn – It can be scored like another horn and add strength to melodic content.  
a. Uprising – In Uprising Schaphorst wrote for both organ and clavinet. 
Occasionally both instruments are used to strengthen melodic content in another 
part of the band. The organ is used to strengthen sustained, lyrical lines, while the 
clavinet reinforces syncopated lines during the Africa section. 
  
3. Rhythmic Punctuations and Groove Textures – The amplified nature of the organ allows 
it to add rhythmic punches and accentuations – something a piano cannot do as strongly. 
Additionally, its timbre can aid in creating new textures that add further depth to the 
sound of the ensemble.   
a. Jobim – The organ is played quite minimally, and only occasionally is it used for 
comping. When it does comp, however, it is very rhythmic, adding additional 
texture to the groove.   
b. Uprising – During the Africa and 12/8 sections Schaphorst wrote specifically for 
the clavinet, and again, its main function was to enhance the groove by adding 
new comping textures.  
 
HOW TO SAY GOODBYE 
The start of How to Say Goodbye (m. 1-20) begins with bebop influenced lines in the 
winds. Five and six note voicings are utilized resulting in a dense and rich sound. Here are few 
voicing observations from the introduction: 
Coupling 
 
1. Doubling Trumpet 1 – In m. 1-20 alto sax 1 and the right hand of the piano double 
trumpet 1. Trumpet 2 also doubles the melody but only for the first three measures (m. 1-
3). This doubling helps bring out the melody amidst thick voicings in the winds.  
2. Indirect Coupling Trombone 1 – In m. 1-3 and 13-16 trombone 1 is indirectly coupled 




1. Glissandi – While skilled trombonists could play the fast sixteenth-notes found in m. 4 
and 13-16 in the saxes and trumpets, Schaphorst decided to intentionally change their 
parts in both instances. In m. 4 the use of glissandi creates a smearing effect that pairs 
well with the chromaticism in the saxes and trumpet, while adding further emphasis to 





79 Ken Schaphorst, in discussion with the author, April 2020. 
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2. Parallel Thirds - When the descending chromatic line returns in m. 13-16 in the trumpets 
and saxes, trombones 1 and 2 play parallel thirds that lie within the implied A mixolydian 
harmony. The trombone writing here reinforces the beginning of each short hemiola 
figure (the accents show where each hemiola begins in Ex. 5-23). Vertical chord changes 
once again are written above the sax line. These chords changes describe the exact 
voicings in the winds. The roots of these voicings have been based off of the notes in the 




























Voicings Part 1 
 
1. 6 note voicings – M. 1-5 are all 6 note voicings. 
 
2. 5-6 note voicings – M. 13 through beat 1 of m. 16 – voicings change between having 5 




3. Bari sax on roots – When the winds play a cappella (m. 1-4, 13-16), or without any 
accompaniment from the rhythm section, the bari sax could be analyzed as playing the 
root of every chord, which aids in understanding vertical sonorities.  
 
4. Close Position – In m. 1-16 trumpets, trombones, and the top four saxophones are in 
close position. This creates a sound that is compact, agile, and mobile. Mobile meaning, 
the voicing can be moved around chromatically and still maintain smooth inner-parts. 
 
5. Unconventional Part 1 – The chords in m. 13 beat 3 and m. 14 beat 2 could be analyzed 
as being C♯ø7(add♭9) if the bari sax and trombone 2 are viewed as having the root. This is an 
abnormal voicing. Typically, if C♯ø7 includes a 9th it would be voiced as a ♮9th which is 
D♯. 
 
This voicing could also be viewed as an A9(add11) if the assumption is that the prevailing 
harmony is Amixolydian. A9(add11) is a less common voicing in jazz as the natural 11th and 
major 3rd conflict with one another.  
 
a. Importance – While this voicing is unconventional, there is good voice leading in 
each of the parts. This is a prime example of where the voicing leading is seen as 
more important than the chord of the moment. It’s important to note that this 
chord happens very quickly and is not sustained.  
 
Ex. 5-24, How to Say Goodbye m. 13-14 – Unconventional Voicing 
 
 
                   A mixolydian  






6. Unconventional Part 2 – In measures 26 and 28 Schaphorst writes a melodic line that 
conflicts with the underlying harmony. The harmony notated in the rhythm section is an 
A13sus; however, Schaphorst writes a chromatic line in the inner voices that includes a 
B♭. Yet again, the melodic line is more important than the harmony of the moment. 
Schaphorst helps set up this half-step motive by playing it one measure before any 
harmony is included (see m. 25 in Ex. 5-25). Ex. 5-25 highlights the mini-development of 
this descending and ascending half-step idea.  
 




A condensed score of m. 1-31 will show how the previous excerpted examples (Ex. 5-22 
























Ex. 5-26, Continued 
 
 
Now, a return to more examples of unconventional writing.  
 
7. Unconventional Part 3 – During the development of theme #3 in How to Say Goodbye 
Schaphorst wrote the following melody for trumpet the soloist. 
 




Later in m. 128-151 the saxophones play an augmentation of this exact melody. This statement 
of the melody is played in true unison by both alto and tenor saxes. Interestingly, the first note in 
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m. 136 and 144 (in Ex. 5-28) does not fit into the chord of the moment. This is a deliberate 
choice to continue to play this two-bar motive in its original form, keeping the intervals intact 
and unchanged. Strong dissonant rubs result. 








8. Unconventional Part 4 – In the final six measures of the piece (m. 237-242) Schaphorst 
writes the following unconventional chord symbol Bmin13(maj7, ♯11). This symbol could also 
be viewed as a polychord with C♯ major over Bmin(maj7). This seven-note voicing is not 
commonly used in the jazz idiom. Note its use for impact – it is very dark, dense, and 
dissonant, and it purposefully implies a lack of resolution in the composition (see Ex. 5-






























Turning to an early part of How to Say Goodbye, the following observations highlight 
notable couplings, voicings, and unique harmonies from a brief wind soli in m. 53-64 (see Ex. 5-
30). 
Voicings Part 2 
 
1. Ambiguous (“ambi”) – Ambiguous voicings80 are essentially three to four-note voicings 
that are harmonically ambiguous or unclear. These voicings may contain the 3rd or 7th of 
a given chord but not both. These types of voicings work with several different chords 
because they lack chord specificity. In Ex. 5-30 ambi voicings are used in both the 
trumpets and trombones, while saxophones contain the full harmony detailed by the 
chord changes.  
 
 
80 For a more extensive understanding of ambiguous voicing see: Gary Lindsay, Jazz Arranging Techniques: from 
Quartet to Big Band (Miami, Florida: Staff Art Publishing, 2005), 190. 
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2. Cluster – In m. 56 beats 2-3 the trombones are voiced tightly in clusters.81 This is done 
because the melody in the saxes descends quite low. To continue to have a 6-note 
voicing, the spacing between the trombone notes is tightened up which helps avoids any 




1. Doubling Trumpet 1 – From m. 57 through the second eighth-note of beat two in m. 63 
trumpet 1 is doubled the entire time down the octave by tenor sax 1. Doubling trumpet 1 
by at least one other instrument is quite common in Schaphorst’s music when dense 
voicings are employed. 
 
2. Indirect Alto Sax 1 – From m. 57 through the second eighth-note of beat two in m. 63 
alto sax 1 is indirectly coupled with the trumpet section, meaning it is not doubling any 
notes in the trumpet section (one exception exists in m. 59 beat 1), but rather is playing 
one voice below trumpet 1, essentially acting as trumpet 2. In this section (since trumpet 
4 is the featured soloist, leaving only 3 trumpet section parts) alto sax 1 adds a fourth 
voice to the harmony in the trumpet section. 
 
3. Indirect Trombone 1 – Trombone 1 does not double any notes in the trumpet section, or 
saxophones (except for m. 61 beats 1-2 when it doubles alto sax 2). This adds another 




1. Polychord – There is a brief moment in which polychords are played in m. 62 beat 1 and 
m. 63 beat 3. In both cases, the harmony in the winds is Amin11 while the guitar sustains 
B♭maj7.  
 
















81 The term cluster refers to a tightly voiced chord of three or more pitches where notes are spaced a whole or half-
step apart. Stefan Kostka, eds., Tonal Harmony: With an Introduction to Post-Tonal Music (New York, NY: 
McGraw-Hill Education, 2018), 655. 
82 See footnote 63 for an in-depth discussion on coupling.  
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Another original component in How to Say Goodbye is Schaphorst’s manipulation of the 
bass. 
Bass Line Devices 
 
1. Extended Bass Pedal - The bass plays its first note of the piece in m. 5, and from m. 5-98 
it continues to play a variation of a “pedal A”83 while the harmony above moves through 
different modes. At m. 99 the bass moves up a minor third and it plays an ostinato that 
centers around C. The exact chord is D♭maj7(#5)/C. This change of harmony is refreshing 
and it is accompanied by a new groove in the rhythm section – a 6/8 bembé.  
 
2. Ostinato and Half-Step Crunch – In m. 33-40 and 45-52 two new dissonances are added 
to the bass pedal. The first is an ostinato played by the bass and trombones 2-3. The 
second is the addition of a half-step crunch84 that exists between the bari sax, bass 
trombone, guitar, and bass (at least for the first part of each measure). The bass trombone, 
top note of the guitar voicing, and bass are in octaves while the bari sax plays the 
 
83 A bass pedal, or pedal point, occurs when the bass line sustains a single low pitch for an extended amount of time. 
Typically, the accompanying harmony changes “on top of this foundation” creating tension and energy. Learn more: 
Scott DeVeaux and Gary Giddins, Jazz (New York: W. W. Norton and Company, 2009) 42. 
84 Crunch is the author’s term describing the dissonance created by the half-steps associated with the bass line. 
118 
 
sustained bass line one half-step higher causing a strong dissonance. This is fitting as the 
harmony in the score indicates Aphrygian and a common interpretation of this chord is 
B♭maj7/A. Ex. 5-31 shows a brief excerpt of this. 
 
Ex. 5-31, How to Say Goodbye, m. 33-40 (listen)
 
3. Ostinato with guitar – In m. 128-191 the guitar and bass play a four-bar ostinato which is 
influenced by the ostinato shown in Ex. 5-31. The first note in the bass and guitar is an 
octave apart, and the notes thereafter are separated by minor 7th. While it is common for 
bass lines to be doubled at the octave or played in unison, Schaphorst’s use of minor 7th 


















VAMPS WITH EMBELLISHMENTS 
 The final topic in this chapter addresses Schaphorst’s use of embellishments within vamp 
sections. In three out of the four tunes studied, Schaphorst includes open vamp sections that 
contain ostinatos.85 These ostinatos are initially played as written but are soon intentionally 
embellished by the individual musicians. These devices will be referred to hereafter as “vamps 
with embellishments.” Word cues, or instructions, taken directly from the scores are shown 
below to better facilitate an understanding of this compositional device.   
Jobim 
• m. 210-end – repeat and fade (embellish riffs ad lib. using concert C ascending melodic 
minor scale)  
 
 
85 Ostinatos in these examples are short melodic passages that are repeated for a brief amount of time. Learn more: 
Don Michael Randel. The Harvard Concise Dictionary of Music and Musicians (Cambridge, MA: The Belknap 




• m. 112-119 – gradually fading, embellish ad lib. end by sustaining highest note  
• m. 122-123 – begin loud, fade quickly, start to embellish ad lib. 
 
How to Say Goodbye 
• m. 99-106 – play as written 2X, then fade with similar riff-like lines  
• m. 212-213 – vamp, fade, arpeggiate ad lib.  
 
 These “vamps with embellishments” are an integral part of Schaphorst’s compositional 
style, and they are unique as they allow the musicians to improvisationally collaborate as 
accompanists. Sonically speaking, they create a blurring effect in the music that results in new 
textures. Five excerpted examples are shown hereafter. These examples include either full or 

















1. Jobim – “repeat and fade (embellish riffs ad lib. using concert C ascending melodic 
minor scale)”  
In Ex. 5-33 the saxophones are in unison and their notes alternate between concert 
pitches D4 and E♭4. The harmony of the trumpets alternates between concert E♭maj7 and 
F7 seventh-chords, while the harmony of the trombones alternates between F and G major 
triads. There is already a blurred effect given the rhythmic displacement of each section, 
but the embellishments add to this further. Schaphorst has commented that this passage is 
an attempt to recreate playing the piano with the sustain pedal being pressed down.86  
 
Ex. 5-33, Jobim m. 205-end (listen)
 
 
86 Ken Schaphorst, in discussion with the author, April 2020. 
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2. Uprising – “gradually fading, embellish ad lib. end by sustaining highest note” 
While the “vamp with embellishments” example occurs in m. 112-119, m. 106-111 have 
also been included to provide some context for the transition that occurs going into the 
vamped section. At the vamp, the trumpet section starts by playing a continuous one 
octave, concert C ascending melodic minor scale as a cannon, where each trumpet part is 
off-set from one another. The way they are off-set creates either a concert Cmin7 or 
Dmin7 seventh-chord on every beat. The trombones meanwhile alternate with glissandi 
between F and G major triads.  
 















3. Uprising – “begin loud, fade quickly, start to embellish ad lib.” 
In the following example, alto sax 1 and 2 are paired together, as are tenor sax 1 and 2. 
Notice how they both contain the same notes and rhythms, but they are displaced from 
each other by one full measure. These figures act as backgrounds behind the tenor sax 
solo. 
 















4. How to Say Goodbye – “play as written 2X, then fade with similar riff-like lines” 
An additional four bars have been included before the “vamp with embellishment” 
section is shown in Ex. 5-36. This is provided to help orient the listener before the 
embellishments begin. Each motive is related to theme #1 which is stated at the 
beginning of the piece. Note that the trumpet soloist improvises over these background 
figures. 
 














5. How to Say Goodbye – “vamp, fade, arpeggiate ad lib.” 
In the vamp section at m. 212, trumpets 1-3 continue to embellish the arpeggiation of 
Emin13 chord tones. At the same time, saxes fade playing a written line as notated in the 
score. These background figures are played behind the trumpet soloist. 
 








Ken Schaphorst is one of the premier big band composers alive today. His compositional 
approach for big band is both tied to traditions of the past and forward-thinking. Inventiveness, 
creativity, and ingenuity are evident in the four works discussed in this research.  
A consistent approach to motivic development lies at the heart of each work. Motives 
stated at the outset of a composition develop slowly and organically. In fact, three motives can be 
all the material needed for an entire composition. The reuse of these motives gives Schaphorst’s 
music a sense of cohesion, making it accessible to both novice and experienced listeners. 
The adaptation and application of sonata form in big band composition not only sheds 
new light on how modern jazz can be influenced by classical form, but it too, is another tool for 
creating unification. Intentional mixing and matching of grooves and themes often yield 
surprising new developments and musical thought that might not otherwise have been explored. 
Effective groove changes are additional catalysts that aid in the exploration of new 
musical thought. They provide opportunities for spontaneity, inspire new improvisational 
responses, generate varied moods and emotions, and can help express a narrative.  
Both extended solo features in this study portray narratives through a variety of means. 
While intricate ensemble writing is foundational in Schaphorst writing, a focus on small-group 
improvisation is never lost and remains at the heart of each composition. Soloists are given 
ample space and time to improvise, interact with the ensemble, and building musical landscapes. 
Additionally, the pacing of each work is carefully monitored by Schaphorst to accommodate the 




Careful monitoring of voicings, low register writing, couplings, non-traditional harmonic 
choices, bass lines, ostinatos, and vamps with embellishments, to name but a few, also greatly 
affect and contribute to Schaphorst’s individualistic sound.  
 The aim of this research is that both aspiring and professional composers and arrangers 
will ponder and experiment with the elements of Ken Schaphorst’s composition style, as found 
in these four works for big band. To write less and develop more, consider how groove changes 
and varied musical forms (traditional and non-traditional) can be tools for development, 
contemplate new ways to feature soloists, and explore new sounds and musical devices. These 
central elements in Schaphorst’s big band music yield cohesive compositions that are original 
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APPENDIX B: COMPLETE MOTIVES AND THEMES 
 
The appendix lists a vast majority of all motives and themes found in each of the four pieces 
studied.  
 
JOBIM – Motive Map 
 
Motive #1: pitch X, ½ step above pitch X, pitch X. 





12. M. 2-13 (brass) 
13. M. 19, 23-25 (flugelhorns) 
14. M. 26-33 (alto sax 1, trombone 1, tenor sax 1 – they trade off) 
15. M. 70-81 (alto saxes, tenor saxes, brass) 
16. M. 91, 95-97 (flugelhorns)   
17. M. 98-105 (flugelhorns 2-4, tenor sax 1 – they trade off) 
18. M. 106-109 (all winds – stop time hits during pandeiro solo) 
19. M. 114-117 (flugelhorns – long notes, augmentation of motive 1) 
20. M. 126-129, 131-132 (all winds, bass, piano – during berimbau solo) 
21. M. 204-208 (saxes) 
22. M. 210-End (all winds, piano) 
 
Variations of Motive #1 (ideas influenced by motive #1): 
2. M. 89-97 (altos, tenor 2) 
a. There are moments of verbatim uses of motive #1. There are also two and three 
note descending groupings that are a variation of the descending half-step motive.  
 
Motive #2: First four notes of an ascending half-whole diminished scale 




7. M. 17-18, 21-22 (saxes) 
8. M. 18-19, 22-23 (flugelhorns) 
9. M. 20-21 (trombones) 
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10. M. 89-95 (flugelhorns) 
11. M. 125, 130-131 (alto 1, trumpet 1, piano) 
12. M. 198-199, 202-203 (flugel 1 – descending version instead of ascending) 
 
Variations of Motive #2 (ideas influenced by motive #2): 
2. M. 190-193 (altos and tenors) 
a. While it does not contain the half-whole diminished sound, it still is an ascending 
line that has been influenced by the ascending scalar nature of motive #2.  
 
Motive #3: Syncopated background rhythmic hits. 
3. M. 89-95, 98-105 (bari, trombones, piano) 




Variation of Motive #3 (ideas influenced by motive #3): 
2. M. 106-111, 134-137 (winds, bass, piano) 
a. While these stop time solo break hits during the pandeiro and berimbau solos are 
less rhythmically dense than the other motive #3 examples, they do contain short 
hits and syncopations which are similar. 
 
 
MBIRA 2 – Theme Map 
 
Theme #1: Pickup quarter-note, descending diatonic scale and two rhythmic hits following by a 









1. M. 8-23 (3/4 – tpts 1-3 and downward pyramid in all winds) 
2. M. 41-48 (4/4 – tpts 1-3 and downward pyramid in all winds) 
3. M. 73-80 (all winds are involved in exploring this motive or harmonizing with it) 
a. Group 1: alto saxes, tenor sax, tpt 3, tpt 4 
b. Group 2: tpt 1, tpt 2  
c. Group 3: tbn 3, bass tbn, tenor sax 2, bari sax 
d. Group 4: tbn 1, tbn 2 
4. 153-157 (very clear in tpts, saxes descending pyramid, trombones harmonic support) 
 
Variations of Theme #1: 
1. M. 81-96 (all winds – first measure of the motive only)  
2. M. 83-84 (alto saxes, tenor sax 1, tpt 3, tpt 1) 
a. This scaler idea ascends instead of descends. This could be interpreted loosely as 
an inversion of the original motive.  
3. 87-88 (alto saxes, tenor sax 1, tpt 3, tpt 1) 
a. This is a diminution of the original motive with added rhythmic syncopation. 
 





1. M. 24-40 (alto saxes, tpts) 
2. M. 48-53 (tpts) 
3. M. 54-56 (alto saxes, tpts layer in, rest of winds add rhythmic support) 
4. M. 105-120 (saxes backgrounds behind tbn 2 solo) 
5. M. 118-120 (tpts layer in leading up to shout chorus) 
 
Theme #3: Descending diatonic scale variation of theme #1, ascending leap of a 3rd, repeat 
descending diatonic scale variation of theme #1, descending leap with eighth-note triplets 






1. M. 57-64 (all winds)  
a. This motive is used for shout sections. Its diatonic descending quality is clearly 
related to motive #1.  
 
Variations of Theme #3: 
1. M. 121-125 (all winds) 
a. The motive is played in the original key, up ½ step, and then back to the original 
key. 
1. M. 126-128 (all winds) 
a. This motive omits the two quarter-notes, starts with the descending scale, is ½ 
step higher, and one beat shorter than the original. 
2. M. 129-136 (all winds) 
a. The motive is played in the original key, and then up ½ step, back to the original 
key, stays in the original key but is a minor third higher than normal, then it goes 
up ½ step from the original key and motive. Schaphorst is playing with the 
harmonic time, rhythm, and transposition of the motive. 
3. M. 137-139, 141-144 (all winds) 
a. The motive is now made scaler. Schaphorst again alters the harmonic time, 
rhythm and transposition of the motive.  
 
 
UPRISING – Motive Map 
 
Motive #1a:  
| Do Re Mi Sol | La (lower) Ti Do Re | Sol (lower) 
  1     2   3    5      6                7   1   2      5   
 
Ex: | G, A, B, D | E, F♯, G, A | D______ | (m. 1-3) 





1. M. 1-3 (all winds) 
2. M. 19-21 (all winds, guitar, piano, bass) 
3. M. 64-71 (solo tenor sax) 






Motive #1b:  
| Do Re Mi Sol | La (lower) Ti Do Re | Re 
  1     2   3    5      6                7   1   2      2   
 





1. M. 5-7 (all winds) 
2. M. 23-25 (all winds, guitar, piano, bass) 
 
Motive #1c:  
| Do Re Mi Sol | La (lower) Ti Do Mi | Fa (lower) Sol La Ti | Do Re Mi Fa | Sol 
  1     2   3    5      6                7   1   3      4                 5    6   7    1    2     3   4     5  
 




1. M. 9-13 (all winds), M. 11-13 (guitar, piano, organ, and bass join) 
2. M. 27-32 (all winds, guitar, piano, bass), M. 31-32 (the descending bell tone pyramid is a 
similar voicing to m. 13 except for the notes in bari sax and bass trombone) 
3. M. 72-79 (solo tenor sax), M. 74-79 (trumpets enter one by one, organ is playing too) 
4. M. 104-109 (trumpet 1), M. 106-109 (trumpets enter one be one, organ is playing too) 
5. M. 142-146 (all winds), M. 144-146 (guitar, piano, organ, bass join) – new harmony 
utilized 
  
Variations of Motives 1a, 1b and 1c: 
1. M. 50-61 (alto saxes, tenor 2, bari) – 1c ascending scale variation  
2. M. 96, 100 (trumpet 1)  
3. M. 97, 101 (trumpet 2) 
4. M. 110-119 (trumpets) – a cannon is created as a solo background, taken from 1c 
ascending scale 
5. M. 146-153 (right hand of piano) – digital analysis is 1, 2, 3 (sometimes flatted or natural 
3rd), 5 




7. M. 150-154 (bass trombone, left hand bottom voice of piano, left hand bottom voice of 
organ, bass) – bass trombone doesn’t play m. 154 
 
Motive #2: Consists of two ideas influenced by John Coltrane’s tune Africa from the album The 
Complete Africa/Brass Session, The John Coltrane Quartet (released 1990 by MCA, and in 1995 
on Impulse!). 
 
Idea #1 – Bass Pedal (m. 15)  
||: Do Do______________________ | Do Do_______________________ :||  
     1    1 ______________________    1    1 _______________________ 
 
Idea #2 – Melodic Line played in the upper register of the bass (m. 15-16) 
||:    (rest)    Do Te Sol Do Do Me Fa |    (rest)        Do Te Sol Do Me Do___:|| 
         1   ♭7   5    1    1   ♭3   4             1   ♭7   5    1   ♭3     1 ___ 
 
Ideas #1 and #2 Together 
||: Do Do______________________ | Do Do_______________________ :|| 





1. M. 15-18, 21-22, 25-26 (guitar, piano, bass) 
2. M. 34-37 (orchestrated in the entire band) 
3. M. 40-43 (trombone 2, bass trombone, guitar, piano, bass) – bass pedal idea only 
4. M. 42 (trumpets) – have the last notes of motive #2 on beat 4 and the second eighth-note 
of beat 4 
5. M. 44-49 (orchestrated in the entire band) 
6. M. 52-59 (orchestrated in trumpets, trombones, guitar, piano, bass) 
7. M 60-63 (bass pedal idea in guitar, bass), M. 60-61 (bass pedal idea in trombones, piano) 
8. M. 98-99, 102-103 (tenor 2, bari, guitar, clavinet left hand) 
 
Variations of Motive #2 (ideas influenced by motive #2): 
1. M. 14 (solo bass) – introduction line into motive #2 
2. M. 33 (guitar, clavinet, bass, drums) 
3. M. 110-133 (rhythm in guitar and piano) – influenced by the rhythm of the bass pedal  
4. M. 122-123 (saxes) – altos have original version of m. 14; tenor 1 and bari have the 
second half of m. 14 first, and then the first half of that measure 
5. M. 126-127 (saxes) – same as m. 122-123 




Motive #3: Starting note, down minor 2nd, down major 3rd, down perfect 4th, down major 





1. M. 147-154 (solo tenor sax), M. 154 (tenor 2, bari, trombone 1) – this motive happens 
five times in eight measures.  
2. M. 150-153 (guitar) – first four notes of motive #3 (transposed). This occurs as an 
ostinato seven times in four measures.  
 
 
HOW TO SAY GOODBYE – Theme Map 
 
Theme #1: contains three motives (m. 1-10) 
Motive #1: semi-tone motion (m. 1, 4) 
Motive #2: ascending 3rd (m. 2 beat 1 and “and of 1”, and m. 3 beat 3 and “and of 3”) 








1. M. 1-10 (all winds, right hand of piano) – motives 1-3 
2. M. 13-16 (all winds, right hand of piano) – sequencing of motive 3 only 
3. M. 71-106 (all winds) – variations of semi-tone motion and descending pyramids  
4. M. 200-213 (saxes) – motives 1-3 are played, however, while the original rhythm from 
the semi-tone variation is intact, the chromaticism has been replaced by descending 
seventh-chord arpeggios (which is melodic material from theme #2). M. 200-203 is 
repeated verbatim in M. 204-207, and 208-211.  
 
Theme #2: Two measures long. The first measure contains four repeated notes and the second 
contains a descending seventh-chord arpeggio with sometimes an added long note at the end, or a 




1. M. 33-34 (altos, tenors, trumpets 1-3, trombone 1) 
2. M. 41-44 (altos, tenors) – this only contains the second measure of theme #2 with an 
added long note (half-note) at the end. It is played as a short ostinato and ends with a 
“long-short” or “quarter to eighth” rhythm.  
3. M. 53-56 (altos, tenors) – these four measures are exactly identical to M. 41-44.  
4. M. 152-153 (altos, tenors) – in a new key center and 6/8 meter 
 
Variations of Theme #2 
1. M. 57-64 (all winds, minus solo tpt 4) – the descending seventh-chord is repeated and 
altered to fit the chord of the moment and new material is added in m. 60 
2. M. 156-161 (altos, tenors) – rhythmic variation  
142 
 
3. M. 164-165 (saxes) – rhythmic variation  
4. M. 166-167, 174-175 (brass, minus tpt 4 solo) – rhythmic variation 
5. M. 168-173 (saxes) – rhythmic variation, descending seventh-chord idea developed and 
displaced rhythmically 
6. M. 176-179 (saxes) – augmentation 
7. M. 180-183 (brass, minus tpt 4 solo) – verbatim augmentation repeat of what saxes 
played in m. 176-179 
8. M. 184-191 (saxes) – augmentation variation, this time with longer sustained notes at the 
end.  
9. M. 192-199 (trumpets 1-3) – augmented variation, the descending seventh-chord 
descends and then ascends afterwards   
10. M. 200-207 (trumpet 1-3) – verbatim augmented variation repeat of m. 192-199. 
11. M. 208-211 (trumpets 1-3) – variation of the ascending and descending seventh-chords  
12. M. 226-227, 230-231, 234-235 (saxes) – variation with added final eighth-note at the end 
 
Theme #3: Contains two motives.  
Motive #1/Pitch Class Set: Pitch class set of 6 notes (the 6th note is omitted some of the time). 
The specific intervals for this pitch class set is ascending minor 2nd, ascending major 7th, 
descending major 2nd, descending major 3rd, and ascending minor 2nd.  
Motive #2/Coda Figure: It is always tagged onto the end of Theme #3. There are two sustained 
notes (the first two times they are quarter-notes, the next two times they are dotted half-notes) 




1. M. 111-116 (solo trumpet 4) – rubato melody of motive #1 
2. M. 117-118 (solo trumpet 4) – rubato melody of motive #2 
3. M. 119-124 (trumpets 1-3) – rubato melody of motive #1 
4. M. 125-127 (trumpets 1-3) – motive #2 is played in time at m. 126 
5. M. 128-151 (altos, tenors) – motive #1 
6. M. 134-135, 142-143 (trumpets 1-3) – motive #2 
143 
 
7. M. 214-225 (solo trumpet 4) – recapitulation of rubato melody motive #1 (out of time in 
m. 214-217 and then in tempo from m. 218-225) 
8. M. 222-225 (trumpet 1) – motive #2 
9. M. 224-225 (alto sax 1) – motive #2  
 
Variations of Theme #3 










































APPENDIX C: COMPLETE SCORES 
 Full scores for Jobim, Uprising, Mbira 2, and How to Say Goodbye are shown hereafter. 





































































































































































































































Î Ïn Ï Ïb
Î Ïn Ï Ïb
Î Ïn Ï Ïb
Î Ïn Ï Ïb
Î
Ïn Ï Ïb
Î Ïn Ï Ïb
Î Ïn Ï Ïb
Î Ïn Ï Ïb
Î Ïn Ï Ïb
úb ú ,
î úb














































































































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3
























































































































































































































Î Ï Ï Ï
Î Ï Ï Ï
Î Ï Ï Ï

























































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3















18 Î Ï Ïb Ïn
Î Ï Ïb Ïn
Î Ï Ïb Ïn

























Ï Ï ú Ï
Ï Ï ú Ï
Ï Ï ú Ï





















Î Ï Ïb Ïb
Î Ï Ïb Ïb




















Î Ï Ï Ï
Î Ï Ï Ï
Î Ï Ï Ï


























Î Ï Ïb Ïn
Î Ï Ïb Ïn
Î Ï Ïb Ïn

























Ï Ï ú Ï
Ï Ï ú Ï
Ï Ï ú Ï

















Ï Ïb Ï Ï
Ï Ïb Ï Ï
Ï Ïb Ï Ï





















































































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3





















































































î Î ä jÏ.




î Î ä JÏ
.
î Î ä jÏ.




















Ï Ïb Ï jÏ Ï jÏ




Ï Ïb Ï JÏ
Ï
JÏ
Ï Ïb Ï jÏ Ï jÏ
Ï Ï Ï Ï Ï Ï Ï Ï
Ï Ïb Ï JÏ Ï JÏ














jÏ Ïb jÏ jÏ Ï jÏ









jÏ Ïb jÏ jÏ Ï jÏ
Ï Ï Ï Ï Ï Ï Ï Ï
JÏ Ïb JÏ JÏ Ï JÏ
w
w










jÏ Ïb jÏ jÏ Ï jÏ









jÏ Ïb jÏ jÏ Ï jÏ
Ï Ï Ï Ï Ï Ï Ï Ï

























































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3






































In Tempo, Bossa Nova
solo
p
comp around these voicingsp
continue w/shaker
p




























































































































































































































































































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3
































































































































































.Ï JÏ JÏ Ï jÏ
·









































Õ Õ Õ Õ










































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3






























.Ï JÏ .Ï JÏ
54
Õ Õ Õ Õ


























.Ï JÏ JÏ Ï jÏ
Õ Õ Õ Õ






















.Ï JÏ .Ï JÏ
Õ Õ Õ Õ






















.Ï JÏ JÏ Ï jÏ
Õ Õ Õ Õ























.Ï JÏ .Ï JÏ
Õ Õ Õ Õ























.Ï JÏ JÏ Ï jÏ
Õ Õ Õ Õ























.Ï JÏ .Ï JÏ
Õ Õ Õ Õ

















Õ Õ Õ Õ




.Ï JÏ JÏ Ï jÏ
Õ Õ Õ Õ






































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3






























.Ï JÏ .Ï JÏ
62
Õ Õ Õ Õ























.Ï JÏ JÏ Ï jÏ
Õ Õ Õ Õ






















.Ï JÏ .Ï JÏ
Õ Õ Õ Õ

















Õ Õ Õ Õ




.Ï JÏ JÏ Ï jÏ
Õ Õ Õ Õ
Õ Õ Õ Õ
·
·















.Ï JÏ .Ï jÏ
Õ Õ Õ Õ

















Õ Õ Õ Õ




.Ï JÏ .Ï jÏ
Õ Õ Õ Õ
Õ Õ Õ Õ
·
·










Õ Õ Õ Õ




.Ï JÏ .Ï jÏ
Õ Õ Õ Õ
Õ Õ Õ Õ
·
·










Õ Õ Õ Õ




.Ï JÏ .Ï jÏ
Õ Õ Õ Õ






































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3










70 Ï Ïn Ï JÏ Ï JÏ
Ï Ïn Ï JÏ Ï JÏ
70
Õ Õ Õ Õ
Ï Ïn Ï JÏ Ï JÏ









Õ Õ Õ Õ
70








.Ï JÏ .Ï jÏ
70 ó ó ó ó ó ó ó ó


















JÏ Ïn JÏ Ï Î
JÏ Ïn JÏ Ï Î
Õ Õ Õ Õ
JÏ Ïn JÏ Ï Î
JÏ Ïn JÏ Ï Î
ú JÏ Ïn JÏ
ú JÏ Ïn JÏ
ú jÏ Ï jÏ
ú jÏ Ïn jÏ
ú JÏ Ïb JÏ
ú JÏ Ï JÏb
ú jÏ Ïb jÏ
Õ Õ Õ Õ





.Ï JÏ JÏ Ïb jÏ








Ï Ïn Ï JÏ Ï JÏ
Ï Ïn Ï JÏ Ï JÏ
Õ Õ Õ Õ
Ï Ïn Ï JÏ Ï JÏ








Õ Õ Õ Õ








ó ó ó ó ó ó ó ó











JÏ Ïn JÏ Ï Î
JÏ Ïn JÏ Ï Î
Õ Õ Õ Õ
JÏ Ïn JÏ Ï Î
JÏ Ïn JÏ Ï Î
ú JÏ Ïn JÏ
ú JÏ Ïn JÏ
ú jÏ Ï jÏ
ú jÏ Ïn jÏ
ú JÏ Ïb JÏ
ú JÏ Ï JÏ
ú jÏ Ï jÏ
Õ Õ Õ Õ






Ï JÏ Ï jÏ








Ï Ïn Ï JÏ Ï JÏ
Ï Ïn Ï JÏ Ï JÏ
Õ Õ Õ Õ
Ï Ïn Ï JÏ Ï JÏ








Õ Õ Õ Õ






.Ï JÏ .Ï jÏ
ó ó ó ó ó ó ó ó









Õ Õ Õ Õ
ú î
ú î
Î Ïn Ï JÏ Ïb JÏ
Î Ïn Ï JÏ Ïb
jÏ
Î Ï Ï# jÏ Ï jÏn
Î Ïn Ï jÏ Ïb jÏ
Î Ïb Ï JÏ Ï JÏ
Î Ï Ïb JÏ Ï JÏ
Î Ï Ï jÏ Ï jÏb
Õ Õ Õ Õ





.Ï JÏ JÏ Ï jÏb













Ï Ïb Ï jÏ Ï jÏ
Ï Ïb Ï jÏ Ï jÏ
Õ Õ Õ Õ
Ï Ïb Ï JÏ Ï JÏ








Õ Õ Õ Õ






.Ï JÏ .Ï jÏb
ó ó ó ó ó ó ó ó



















Õ Õ Õ Õ





.Ïb JÏ .Ï jÏ











































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3










78 Ï Ïn Ï JÏ Ï JÏ
Ï Ïn Ï JÏ Ï JÏ
78
Õ Õ Õ Õ










Õ Õ Õ Õ
78










78 ó ó ó ó ó ó ó ó







JÏ Ïn JÏ Ï Î
JÏ Ïn JÏ Ï Î
Õ Õ Õ Õ
JÏ Ïb JÏ Ï Î
·
ú JÏ Ïb JÏ
ú JÏ Ïn JÏ
ú JÏ Ï JÏ
ú jÏ Ïb jÏ
ú JÏ Ïb JÏ
ú JÏ Ïb JÏb
ú JÏ Ïb> JÏb
>
Õ Õ Õ Õ















Ï Ïn Ï JÏ Ï JÏ
Ï Ïn Ï JÏ Ï JÏ
Õ Õ Õ Õ









Õ Õ Õ Õ






.Ïb JÏb .Ï JÏ
ó ó ó ó ó ó ó ó







JÏ Ïn JÏ Ï Î
JÏ Ïn JÏ Ï Î
Õ Õ Õ Õ
JÏ Ïb JÏ Ï Î
·
ú JÏ Ïb JÏ
ú JÏ Ïn JÏ
ú JÏ Ï JÏ
ú jÏ Ïb jÏ
ú JÏ Ïb JÏ
ú JÏ Ïb JÏn
ú JÏ Ïb
jÏ
Õ Õ Õ Õ





.Ïb JÏb .Ï jÏ
































again, play around this rhythm












































































































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3


















































































î Ï Ïn Ï Ï
î Ï Ïn Ï Ï
|
î Ï Ïb Ï Ï
î Î ä JÏn^
î Ï Ï Ï Ïb
>
î Ï Ï Ï Ïb
>
î Ï Ï Ï Ïb
>
î Ï Ï Ï Ïb
>
î Î ä J
Ï^
î Î ä JÏb
^



























ä JÏ Ï Ïn ä JÏ JÏ ä
ä JÏ Ï Ïn ä JÏ JÏ ä
·
ä JÏ Ï Ïn ä JÏ JÏ ä
ä JÏn^ Î .Ï> JÏ# ^
Î ä JÏ- ä JÏb
- ä JÏn -
Î ä JÏ- ä JÏb
- ä JÏn -
Î ä JÏ- ä JÏb
- ä JÏn -
Î ä JÏ- ä JÏb


























.Ï JÏ .Ï JÏ
ó ó ó ó ó ó ó ó








î Ï Ï Ï Ïn
î Ï Ï Ï Ïn
·
î Ï Ï Ï Ïn
ä JÏ^ Î .Ï> JÏn^
Ï> Ï. ú> Ï Ï>
Ï> Ï. ú> Ï Ï>
Ï> Ï. ú> Ï Ï>
Ï> Ï. ú> Ï Ï>
ä JÏ^ Î
.Ï> JÏ^
ä JÏ^ Î .Ï> JÏb
^




















.Ï JÏ JÏ Ï jÏ
ó ó ó ó ó ó ó ó
ó ó ó ó ó ó ó ó
D-9/G G13
D-9/G G13
ä JÏ Ïn Ï ä JÏ JÏ ä
ä JÏ Ïn Ï ä JÏ JÏ ä
·
ä JÏ Ïn Ï ä JÏ JÏ ä
ä JÏn^ Î .Ï> JÏ#^
Î ä jÏ- ä JÏb - ä JÏn -
Î ä jÏ- ä JÏb - ä JÏn -
Î ä jÏ- ä JÏb - ä JÏn -


























.Ï JÏ .Ï JÏ
ó ó ó ó ó ó ó ó
ó ó ó ó ó ó ó ó
F-9/G
F-9/G
î Ï Ïn Ï Ï
î Ï Ïn Ï Ï
·
î Ï Ïb Ï Ï
ä JÏ^ Î .Ï> JÏn^
ú> Ï Ï Ï Ïb>
ú> Ï Ï Ï Ïb>
ú> Ï Ï Ï Ïb>





ä JÏ^ Î .Ï
> JÏb ^



















.Ï JÏ JÏ Ï jÏ
ó ó ó ó ó ó ó ó






































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3










94 ä JÏ Ï Ïn ä JÏ JÏ ä
ä JÏ Ï Ïn ä JÏ JÏ ä
94 ·
ä JÏ Ï Ïn ä JÏ JÏ ä
ä JÏn^ Î .Ï> JÏ#^
94 Î ä JÏ- ä JÏb
- ä JÏn -
Î ä JÏ- ä JÏb
- ä JÏn -
Î ä JÏ- ä JÏb
- ä JÏn -
Î ä JÏ- ä JÏb



























.Ï JÏ .Ï JÏ
94 ó ó ó ó ó ó ó ó
ó ó ó ó ó ó ó ó
Db∆7/G
Db∆7/G
î Ï Ïn Ï Ï
î Ï Ïn Ï Ï
·
î Ï Ïn Ï Ï
ä JÏ^ Î .Ï> JÏn>
Ï> Ï. ú> Ï Ï>
Ï> Ï. ú> Ï Ï>
Ï> Ï. ú> Ï Ï>




ä JÏ^ Î .Ï> JÏb
>














.Ï JÏ JÏ Ï jÏ
ó ó ó ó ó ó ó ó>
ó ó ó ó ó ó ó ó>
D-9/G G13
D-9/G G13
ä JÏb Ï Ïn ä
jÏ Ï Ïn
ä JÏb Ï Ïn ä
jÏ Ï Ïn
·
ä JÏb Ï Ïn ä JÏ Ï Ïb
w
JÏ Ïb JÏ JÏ Ï JÏ
JÏ Ïb JÏ JÏ Ï JÏ
JÏ Ïb JÏ JÏ Ï JÏ














ä jÏn Ïn Ï ä jÏ Ï Ï
ä jÏn Ïn Ï ä jÏ Ï Ï
·
ä JÏn Ïb Ï ä JÏ Ï Ï
ú Î ä JÏ^
ú î
ú Î Ï Ï
ú Î Ï Ï




ú Î ä JÏb
^















put down shaker, pick up pandeiro
w
w
î Î Ï Ï
w
ä JÏ^ Î .Ï> JÏ^
·
jÏ Ïb jÏ jÏ Ï jÏ
Ï Ïb Ï Ï Ï Ï Ï Ï


























Õ Õ Õ Õ









jÏ Ïb jÏ jÏ Ï jÏ
ú ä jÏ Ï Ï
ä JÏ^ Î .Ï> JÏ^
·
ú Î Ï Ï
ú Î Ï Ï





ä JÏ^ Î .Ï
> JÏ^



















Õ Õ Õ Õ





ú Î Ï Ï
w
ä JÏ^ Î .Ï> JÏ^
·
jÏ Ïb jÏ jÏ Ï jÏ
jÏ Ïb jÏ jÏ Ï jÏ





ä JÏ^ Î .Ï
> JÏ

















Õ Õ Õ Õ





jÏ Ïb jÏ jÏ Ï jÏ
ú ä jÏ Ï Ïn
ä JÏ^ Î .Ï> JÏ
·
ú Î Ï Ï
ú Î Ï Ï





ä JÏ Î .Ï
>
JÏ^


















Õ Õ Õ Õ





































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3














ä JÏ^ Î ä JÏ^ ä JÏ^
102 ·
jÏ Ïn jÏ jÏ Ï jÏ
jÏ Ïn jÏ jÏ Ï jÏ
jÏ Ïn jÏ jÏ Ï jÏ
ä JÏ^ Î ä JÏ^ ä JÏ^
ä JÏ^ Î ä JÏ^ ä JÏ^
ä JÏb


















Õ Õ Õ Õ







Î ä JÏ^ ä JÏ^ Î
·
jÏ Ïn jÏ jÏ Ï jÏ
jÏ Ïn jÏ jÏ Ï jÏ
jÏ Ïn jÏ jÏ Ï jÏ
Î ä JÏ^ ä JÏ^ Î
Î ä JÏ^ ä JÏ^ Î
Î ä JÏb














Õ Õ Õ Õ






ä JÏ^ ä JÏ^ Î ä JÏ^
·
jÏ Ïn jÏ jÏ Ï jÏ
jÏ Ïn jÏ jÏ Ï jÏ
jÏ Ïn jÏ jÏ Ï jÏ
ä JÏ^ ä JÏ^ Î ä JÏ^
ä JÏ^ ä JÏ^ Î ä JÏ^
ä JÏb












ÏÏÏb ^ ä J




Õ Õ Õ Õ











ä JÏ^ Î î









ÏÏÏb ^ Î î
·
·
Õ Õ Õ Õ
ó ó ó ó ó ó ó ó
·
JÏ^ ä Î î
JÏ^ ä Î î
JÏ^ ä Î î
jÏ#v ä Î î
jÏv
ä Î î
JÏ^ ä Î î
JÏ^ ä Î î
jÏv ä Î î
jÏv
ä Î î
JÏ^ ä Î î

































î Î Ïn - Ï>
î Î Ïn - Ï>
î Î Ïn - Ï>
î Î Ï- Ïn>
î Î Ïb - Ï>
î Î Ïn - Ï>
î Î Ïn - Ï>
î Î Ï- Ï>
î Î Ïn - Ï>
î Î Ïb - Ï>
î Î Ï- Ïb>






î Î ÏÏb - ÏÏb>
·
·
î Î Ïb - Ï>
·




















Õ Õ Õ Õ
î Î Ïn - Ï>
î Î Ïn - Ï>
î Î Ïn - Ï>
î Î Ï- Ï>
î Î Ï- Ï>
î Î Ïn - Ï>
î Î Ïn - Ï>
î Î Ï- Ï>
î Î Ïn - Ï>
î Î Ïb - Ï>
î Î Ï- Ï>






î Î ÏÏb - ÏÏ>
·
·
î Î Ï- Ï>
·




































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3



































Ïb . Ïb .> Ï. Ï.>
ä JÏn .
>
Ïn . Ï.> Ï. Ï.> Ï. Ï.>
ä JÏ
.> Ï. Ïb .
>






















































Î Ï Ï Ï
·
ä Jó








































.Ïb jÏ Ï Ï
.Ïb jÏ Ï Ï













































































































































































































































































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3















118 ä jÏ ä jÏ Î ä jÏ
ä jÏ ä jÏ Î ä jÏ
ä jÏ ä jÏ Î ä jÏ
ä jÏ ä jÏ Î ä jÏ
ä JÏ ä JÏ Î ä JÏb
ä JÏ ä JÏ Î ä JÏ










118 ä jÏ ä jÏ Î ä JÏb
118 ·




















ä jÏ Î î
ä jÏ Î î
ä jÏ Î î
ä jÏ Î î
ä JÏb Î î
ä JÏ Î î




ä jÏÏÏb Î î
·
·
ä JÏb Î î
·






ä jÏ ä jÏ Î ä jÏ
ä jÏ ä jÏ Î ä jÏ
ä jÏ ä jÏ Î ä jÏ
ä jÏ ä jÏ Î ä jÏ
ä JÏ ä JÏ Î ä JÏb
ä JÏ ä JÏ Î ä JÏ










ä jÏ ä jÏ Î ä JÏb
·






ä jÏ Î î
ä jÏ Î î
ä jÏ Î î
ä jÏ Î î
ä JÏb Î î
ä JÏ Î î




ä jÏÏÏb Î î
·
·
ä JÏb Î î
·






ä jÏ ä jÏ Î ä jÏ
ä jÏ ä jÏ Î ä jÏ
ä jÏ ä jÏ Î ä jÏ
ä jÏ ä jÏ Î ä jÏ
ä JÏ ä JÏ Î ä JÏb
ä JÏ ä JÏ Î ä JÏ










ä jÏ ä jÏ Î ä JÏb
·






ä jÏ Î ä jÏ ä jÏ
ä jÏ Î ä jÏn ä jÏ
ä jÏ Î ä jÏ ä jÏ
ä jÏ Î ä jÏb ä jÏ
ä JÏb Î ä JÏb ä JÏ
ä JÏ Î ä JÏ ä JÏ











ä JÏb Î ä JÏb ä
jÏ
·






























Õ Õ Õ Õ
î Ï Ï Ï Ïn>
î Ï Ï Ï Ï>
î Ï Ï Ï Ïb>
î Ï Ïb Ïn Ï>
î Ï Ï Ï Ïn>
î Ï Ï Ï Ïb
>
î Ï Ï Ï Ï>
î Ï Ï Ï Ïb>
î Ï Ïb Ïn Ï>
î Ï Ï Ï Ïb>
î Ï Ï Ï Ïb>
î Ï Ï Ï Ïb>
·
î Ï Ï Ï ÏÏb>




î Ï Ï Ï Ïb>
·






























3 3 3 33 3 3 3




































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3










126 î Î Ï
î Î Ï
126 î Î Ï
î Î Ï
î Î Ï












126 î Î Ï






































































Î Ï JÏ .Ïn
Î Ïn JÏ .Ïb
Î Ï JÏ .Ï#
Î Ïb JÏ .Ïn
Î Ïn jÏ .Ï#
Î Ï jÏ .Ïb
Î Ï jÏ .Ïb
Î Ïn jÏ .Ïb
Î Ïn jÏ .Ïb
Î Ï JÏ .Ï#
Î Ïb JÏ .Ïn








Î Ïb jÏ .Ïn


































































Î ä jÏ- ä JÏb - ä JÏn -
Î ä jÏ- ä jÏ- ä jÏ-
Î ä JÏ- ä JÏ- ä JÏ-
Î ä JÏ- ä JÏ- ä JÏ-
Î ä jÏ- ä jÏn - ä jÏn -
Î ä JÏ- ä JÏb
- ä JÏn -
Î ä JÏ- ä JÏ- ä JÏ-
Î ä JÏ- ä JÏ- ä JÏ-













Î ä jÏ- ä jÏb - ä jÏb -
·
...ÏÏÏ jÏ-



























Ï> Ï. ú> Ï Ï>
Ï> Ïb . ú> Ï Ïn
>
Ï> Ïb . ú> Ï Ï
>
Ï> Ïb . ú> Ï Ï>
Ï> Ïn . ú> Ï Ïb>
Ï> Ï. ú> Ï Ï>
Ï> Ïb . ú> Ï Ïn>
Ï> Ïb . ú> Ï Ï
>
Ï> Ïb . ú> Ï Ï>
Ï> Ïb . ú> Ï Ïb>
Ï> Ïb . ú> Ï Ïb>












Ï> Ïb . ú> Ï- Ï>

















JÏ Ïn JÏ JÏ Ï JÏ
JÏ Ïn JÏ JÏ Ï JÏ
JÏ Ïb JÏ JÏ Ï JÏ
jÏ Ïb jÏ jÏ Ï jÏ
w
JÏ Ïb JÏ JÏ Ï JÏ
JÏ Ïn JÏ JÏ Ï JÏ
JÏ Ïb JÏ JÏ Ï JÏ













.ú Ïn - Ï>
.ú Ï- Ï>
.ú Ï- Ï>
.ú Ïb - Ï>
.ú Ï- Ï>
.ú Ïn - Ï>
.ú Ï- Ï>
.ú Ï- Ï>
.ú Ïb - Ï>
.ú Ïb - Ï>








.ú Ïb - Ï>
.| ó- ó>




































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3










134 î Î ä JÏ>
î Î ä JÏ
>
134 î Î ä JÏ
>
î Î ä jÏ>
î Î ä jÏn>
134 î Î ä JÏ>
î Î ä JÏ>
î Î ä JÏ
>
î Î ä jÏ>
î Î ä JÏ
>
î Î ä JÏb>
î Î ä jÏb>
134 ·
134 î Î ä jÏÏÏb>
î Î ä jÏÏbb>134 ·
·
134 î Î ä jÏb>
134 î Î ä Jó
>






î Î ä JÏ>
î Î ä JÏ
>
î Î ä JÏ
>
î Î ä jÏ>
î Î ä jÏ>
î Î ä JÏ>
î Î ä JÏ>
î Î ä JÏ
>
î Î ä jÏ>
î Î ä JÏ
>
î Î ä JÏ>
î Î ä jÏ>
·
î Î ä jÏÏÏ>
î Î ä jÏÏ>
·
·
î Î ä jÏ>
î Î ä Jó
>
























Õ Õ Õ Õ
Õ Õ Õ Õ
pandeiro
pandeiro
î Î Ï- Ï>
î Î Ï- Ï>
î Î Ï- Ï>
î Î Ï- Ï>
î Î Ïn - Ï>
î Î Ï- Ï>
î Î Ï- Ï>
î Î Ï- Ï>
î Î Ï- Ï>
î Î Ïb
- Ïb>
î Î Ï- Ï>
î Î Ïb - Ï>
·
î Î ÏÏÏb -
ÏÏÏb>




î Î Ïb - Ï>
Õ Õ Õ ó- ó>



















Õ Õ Õ Õ





















Õ Õ Õ Õ



















Õ Õ Õ Õ



















Õ Õ Õ Õ






































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3








































comp around these voicingsp
p
back to shaker



























































































































































































































































































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3
































































































































































.Ï JÏ JÏ Ï jÏ
·









































Õ Õ Õ Õ











































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3






























.Ï JÏ .Ï JÏ
162
Õ Õ Õ Õ

























.Ï JÏ JÏ Ï jÏ
Õ Õ Õ Õ






















.Ï JÏ .Ï JÏ
Õ Õ Õ Õ






















.Ï JÏ JÏ Ï jÏ
Õ Õ Õ Õ























.Ï JÏ .Ï JÏ
Õ Õ Õ Õ























.Ï JÏ JÏ Ï jÏ
Õ Õ Õ Õ























.Ï JÏ .Ï JÏ
Õ Õ Õ Õ

















Õ Õ Õ Õ




.Ï JÏ JÏ Ï jÏ
Õ Õ Õ Õ






































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3






























.Ï JÏ .Ï JÏ
170
Õ Õ Õ Õ























.Ï JÏ JÏ Ï jÏ
Õ Õ Õ Õ






















.Ï JÏ .Ï JÏ
Õ Õ Õ Õ

















Õ Õ Õ Õ




.Ï JÏ JÏ Ï jÏ
Õ Õ Õ Õ


















.Ï JÏ .Ï jÏ
Õ Õ Õ Õ

















Õ Õ Õ Õ




.Ï JÏ .Ï jÏ
Õ Õ Õ Õ













Õ Õ Õ Õ




.Ï JÏ .Ï jÏ
Õ Õ Õ Õ













Õ Õ Õ Õ




.Ï JÏ .Ï jÏ
Õ Õ Õ Õ






































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3












178 Î ä JÏ
. .Ï JÏ# .
Î ä JÏ. .Ï JÏ.
·
178








Õ Õ Õ Õ
178








.Ï JÏ .Ï jÏ
178
Õ Õ Õ Õ














.Ï# JÏ. .Ï JÏ.
.Ï jÏ# . .Ï jÏ.
·







Õ Õ Õ Õ





.Ï JÏ .Ï jÏ
Õ Õ Õ Õ
Õ Õ Õ Õ
·
·
Ï Ï Ï ú
Ï Ï Ï ún
·







Õ Õ Õ Õ








Õ Õ Õ Õ



















Õ Õ Õ Õ







Õ Õ Õ Õ






Î ä JÏ. .Ï JÏ.
·







Õ Õ Õ Õ






.Ï JÏ .Ï jÏ
Õ Õ Õ Õ









.Ïn JÏ. .Ï JÏ
.
.Ï JÏn . .Ï J
Ï.
·







Õ Õ Õ Õ





.Ï JÏ .Ï jÏb
Õ Õ Õ Õ








.Ï JÏ. .Ï JÏ.
.Ï JÏ. .Ï JÏ.
·







Õ Õ Õ Õ






.Ïb JÏ .Ï jÏ
Õ Õ Õ Õ




















Õ Õ Õ Õ





.Ïb JÏ .Ï jÏ
Õ Õ Õ Õ




































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3
























Õ Õ Õ Õ
186











Õ Õ Õ Õ










Ïn Ï Ïn Ï Ï Ï Ï Ï
Ï Ïn Ï
Ï Ïn Ï Ï Ï Ï Ï
·







Õ Õ Õ Õ







Õ Õ Õ Õ
Õ Õ Õ Õ
·
·




Ï Ï Ïn Ï
·







Õ Õ Õ Õ






.Ïb JÏb .Ï JÏ
Õ Õ Õ Õ









Ï Ïn Ï Ï Ï Ï
Ï Ï Ïn Ï Ï Ï
·







Õ Õ Õ Õ





.Ïb JÏb .Ï jÏ
Õ Õ Õ Õ
Õ Õ Õ Õ
(12)
(12)
ä jÏ Ï Ï Ï Ï Ïn Ï
























again, play around this rhythm




ä jÏ Ï Ï Ï Ï Ïn Ï


















ä jÏ Ï Ï Ï Ï Ïn Ï

























ä jÏ Ï Ï Ï Ï Ïn Ï





















































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3










194 Ï#> Ï Ï Ï Ï Ï#
Ï> Ï















194 Ï#> Ï ú Ï> Ï
...
ÏÏÏ>¡





























Ï Ï Ï Ï
Ï> Ï Ï Ïn
Ï Ï jÏ ä














ú Ï> Ï Ï
ÏÏÏ











Ï#> Ï Ï Ï Ï# Ï#
jÏ ä




























Ï Ï Ï Ïn Ï Ï# Î


































Ï> Ïn Ï Ïb Ïn> Ï Ïn Ï Ï> Ï Ï
Ï> Ïn Ï Ïb Ïn> Ï Ïn Ï Ï> Ï Ï
Ïb> Ï Ïb Ïn Ï> Ïn Ï Ïb Ï> Ï Ï




.Ïb JÏ Ï Ï
.Ï JÏn Ï Ïb
.Ïb JÏ Ï Ï
.Ï JÏn Ï Ïb
.Ïb
JÏ Ï Ï












































Ïn Ï> Ï Ï Ï Ïb> Ïn
. Ïn . Ï# .
Ïn Ï> Ï Ï Ï Ïb> Ïn
. Ïn . Ï# .
Ï Ï> Ï Ï Ï Ïn> Ï#
. Ï. Ïb .
Ï Ï> Ï Ï Ï Ïn> Ï#
. Ï. Ïb .
JÏ .Ïn
>
Ï> Ï. Ï. Ï.
JÏ .Ï Ïn> Ï# Ï. Ïb
.
JÏ .Ï Ï> Ï. Ï. Ï.
JÏ .Ï Ï
> Ï. Ï. Ï.
JÏ .Ï Ï#> Ï Ïb
. Ïn .
JÏ .Ï Ïb> Ïn Ï
. Ïb .
JÏ .Ï Ï> Ï. Ï. Ï.






















Ï> Ï. Ï. Ï.
Jó¾
.ó¾
> ó> ó ó ó
Jó¾
.ó¾
> ó> ó ó ó
Ïn> Ï Ïn Ï Ïn> Ï Ï Ïn Ï> Ï Ï
Ïn> Ï Ïn Ï Ïn> Ï Ï Ïn Ï> Ï Ï
Ï> Ïn Ï Ïb Ï> Ï Ïn Ï Ï> Ï Ï
Ï> Ïn Ï Ïb Ï> Ï Ïn Ï Ï> Ï Ï
.Ï>
jÏ> Ï Ïn>
.Ï JÏ Ï Ïn
.Ïn JÏ Ï Ï
.Ï JÏn Ï Ïb
.Ïb jÏ Ï Ï
.Ï JÏ Ï Ïb
































Ïn Ï> Ï Ïb Ï î
Ïn Ï> Ï Ïb Ï î
Ï Ï> Ï Ïb Ï î







JÏ .Ï , Ï Ï

























































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3










202 Ï> Ïn Ï Ïb Ïn> Ï Ïn Ï Ï> Ï Ï
Ï> Ïn Ï Ïb Ïn> Ï Ïn Ï Ï> Ï Ï
202 Ïb> Ï Ïb Ïn Ï> Ïn Ï Ïb Ï> Ï Ï




202 .Ïb JÏ Ï Ï
.Ï JÏn Ï Ïb
.Ïb JÏ Ï Ï
.Ï JÏn Ï Ïb
.Ïb
JÏ Ï Ï













































Ïn Ï> Ï Ï Ï Ïb> Ïn
. Ïn . Ï# .
Ïn Ï> Ï Ï Ï Ïb> Ïn
. Ïn . Ï# .
Ï Ï> Ï Ï Ï Ïn> Ï#
. Ï. Ïb .
Ï Ï> Ï Ï Ï Ïn> Ï#
. Ï. Ïb .
JÏ .Ïn
>
Ï> Ï. Ï. Ï.
JÏ .Ï Ïn> Ï# Ï. Ïb
.
JÏ .Ï Ï> Ï. Ï. Ï.
JÏ .Ï Ï
> Ï. Ï. Ï.
JÏ .Ï Ï#> Ï Ïb
. Ïn .
JÏ .Ï Ïb> Ïn Ï
. Ïb .
JÏ .Ï Ï> Ï. Ï. Ï.






















Ï> Ï. Ï. Ï.
Jó¾
.ó¾
> ó> ó ó ó
Jó¾
.ó¾
> ó> ó ó ó
Ïn> Ïb Ï> Ï Ï Ï>
Ïn> Ïb Ï> Ï Ï Ï>
Ï> Ïb Ï> Ï Ï Ï>
Ï> Ïb Ï> Ï Ï Ï>
.Ïb>
jÏ> Ï Ï>
.Ï> JÏ> Ï Ï>
.Ïn> JÏ> Ï Ï>







































ú Î Ï Ï
ú Î Ï Ï
ú Î Ï Ï






















JÏ Ïn JÏ JÏ Ï JÏ
JÏ Ïn JÏ JÏ Ï JÏ
JÏ Ïb JÏ JÏ Ï JÏ









Õ Õ Õ Õ




Õ Õ Õ Õ
ó ó ó ó ó ó ó ó











ú Î Ï Ï
ú Î Ï Ï
ú Î Ï Ï









Õ Õ Õ Õ




Õ Õ Õ Õ
ó ó ó ó ó ó ó ó




JÏ Ïn JÏ JÏ Ï JÏ
JÏ Ïn JÏ JÏ Ï JÏ
JÏ Ïb JÏ JÏ Ï JÏ









Õ Õ Õ Õ




Õ Õ Õ Õ
ó ó ó ó ó ó ó ó




ú Î Ï Ï
ú Î Ï Ï
ú Î Ï Ï
ú Î Ï Ï








Õ Õ Õ Õ




Õ Õ Õ Õ
ó ó ó ó ó ó ó ó

















































































B b Tpt. 1
B b Tpt. 2
B b Tpt. 3











JÏ Ïn JÏ JÏ Ï JÏ
JÏ Ïn JÏ JÏ Ï JÏ
210
JÏ Ïn JÏ JÏ Ï JÏ
JÏ Ïn JÏ JÏ Ï JÏ
JÏ Ïn JÏ JÏ Ï JÏ
210 Ï Ïn Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ïn Ï Ï Ï
ä Ï JÏ JÏ Ï JÏ
ä Ï JÏ JÏ Ï JÏ
ä Ï JÏ JÏ Ï JÏ
210
Õ Õ Õ Õ










Õ Õ Õ Õ
210 ó ó ó ó ó ó ó ó










JÏ Ïn JÏ JÏ Ï JÏ
JÏ Ïn JÏ JÏ Ï JÏ
JÏ Ïn JÏ JÏ Ï JÏ
JÏ Ïn JÏ JÏ Ï JÏ
JÏ Ïn JÏ JÏ Ï JÏ
Ï Ïn Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ïn Ï Ï Ï
JÏ Ï JÏ JÏ Ï JÏ
JÏ Ï JÏ JÏ Ï JÏ
JÏ Ï JÏ JÏ Ï JÏ
Õ Õ Õ Õ








Õ Õ Õ Õ
ó ó ó ó ó ó ó ó
ó ó ó ó ó ó ó ó
JÏ Ïn JÏ JÏ Ï JÏ
JÏ Ïn JÏ JÏ Ï JÏ
JÏ Ïn JÏ JÏ Ï JÏ
JÏ Ïn JÏ JÏ Ï JÏ
JÏ Ïn JÏ JÏ Ï JÏ
Ï Ïn Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ïn Ï Ï Ï
JÏ Ï JÏ JÏ Ï JÏ
JÏ Ï JÏ JÏ Ï JÏ
JÏ Ï JÏ JÏ Ï JÏ
Õ Õ Õ Õ








Õ Õ Õ Õ
ó ó ó ó ó ó ó ó
ó ó ó ó ó ó ó ó
ú Î Ï Ï
ú Î Ï Ï
ú Î Ï Ï
ú Î Ï Ï
ú Î Ï Ï
Ï Ïn Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ïn Ï Ï Ï
JÏ Ï JÏ JÏ Ï JÏ
JÏ Ï JÏ JÏ Ï JÏ
JÏ Ï JÏ JÏ Ï JÏ
Õ Õ Õ Õ








Õ Õ Õ Õ
ó ó ó ó ó ó ó ó























# # # #
# # #
# # #







































Trumpet in Bb 1
Trumpet in Bb 2
Trumpet in Bb 3










1 Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï#
Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï#
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
·
1
Ï Ï Ï Ï
1 ·
Ï Ï Ï Ï
Ï Ï Ï Ï





















Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï
Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
·
Ï Ï Ï Ï
·
Ï Ï Ï Ï
Ï Ï# Ï Ï Ö
Ï Ï# Ï Ï Ö
wu
wu































cresc./dim., fill ad lib.
cresc./dim., fill ad lib.
cresc./dim., fill ad lib.
cresc./dim., fill ad lib.
cresc./dim., fill ad lib.
fade away, ad lib.
fade away, ad lib.
fade away, ad lib.
fade away, ad lib.
fade away, ad lib.
fade away, ad lib.
fade away, ad lib.
fade away, ad lib.
fade away, ad lib.
fade away, ad lib.
fade away, ad lib.
solo fill
p































Tenor and Rhythm Section continue
(after horns fade)
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï#
Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï#
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
·
Ï Ï Ï Ï
·
Ï Ï Ï Ï
Ï Ï Ï Ï













Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï
Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
·
Ï Ï Ï Ï
·
Ï Ï Ï Ï
Ï Ï# Ï Ï Ö

































cresc./dim., fill ad lib.
cresc./dim., fill ad lib.
cresc./dim., fill ad lib.
cresc./dim., fill ad lib.















Again, Tenor and Rhythm continue
·U
·U











































# # # #
# # #
# # #








































































9 Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï#
Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï#
Ï Ï Ï Ï
·
Ï Ï Ï Ï
·
9
Ï Ï Ï Ï
9 ·
Ï Ï Ï Ï
Ï Ï Ï Ï













Ï Ï# Ï Ï
,
Ï Ï Ï Ï
,
Ï Ï Ï Ï
Ï Ï Ï Ï
,
Ï Ï Ï Ï
,
Ï Ï Ï Ï
,
Ï Ï Ï Ï
,
Ï Ï# Ï Ï
,
Ï Ï# Ï Ï
,
Ï Ï Ï Ï ,
Ï Ï Ï Ï ,
Ï Ï Ï Ï
,
·
Ï Ï Ï Ï
·
Ï Ï Ï Ï
·
Ï Ï Ï Ï
Ï Ï# Ï Ï Ö
Ï Ï# Ï Ï Ö
Ï Ï Ï Ï
Ï Ï Ï Ï#
Õ Õ Õ Õ
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï#
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
ÏÏÏ ÏÏÏ ÏÏÏ ÏÏÏ#
ÏÏ ÏÏ
ÏÏ ÏÏ
ÏÏÏ ÏÏÏ ÏÏÏ ÏÏÏ#
·











Ï Ï Ï Ï
Ï Ï Ï Ï
Õ Õ Õ Õ
Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
ÏÏÏ ÏÏÏ# ÏÏÏ ÏÏÏ
ÏÏ ÏÏ
ÏÏ ÏÏ
ÏÏÏ ÏÏÏ# ÏÏÏ ÏÏÏ
·

























































.Ï> Ï> Ï Ï> Ï .Ï> Ïv Ïv
Ïv Ïv
Ï>
.Ï> Ï> Ï Ï> Ï .Ï> Ïv Ïv
Ïv Ïv
Ï>










.Ï> Ï> Ï Ï> Ï .Ï> Ï^ Ï^ Ï^ Ï^ Ïù
.Ï> Ï> Ï Ï> Ï .Ï> Ïv Ïv
Ïv Ïv
Ï>
.Ï> Ï> Ï Ï> Ï .Ï> Ïv Ïv
Ïv Ïv
Ï>
.Ï> Ï> Ï Ï> Ï .Ï> Ïv Ïv
Ïv Ïv
Ï>
.Ï> Ï> Ï Ï> Ï .Ï> Ïv Ïv
Ïv Ïv
Ï>
.Ï> Ï> Ï Ï> Ï .Ï> Ï^ Ï^ Ï^ Ï^ Ï>
.Ï> Ï> Ï Ï> Ï .Ï> Ï^ Ï^ Ï^ Ï^ Ï>
.Ï> Ï> Ï Ï> Ï .Ï> Ï^ Ï^ Ï^ Ï^ Ï>






.Ï> Ï> Ï Ï> Ï .Ï> Ï^ Ï^ Ï^ Ï^ Ï>




.Ï>! Ï> Ï Ï>! Ï .Ï> Ïv Ïv
Ïv Ïv Ï>!









In Tempo, swing 16ths ©È»¤
bass sets up groove
bass sets up groove
bass sets up groove
bass sets up groove
bass sets up groove
bass sets up groove
bass sets up groove
bass sets up groove
bass sets up groove
bass sets up groove
bass sets up groove
bass sets up groove
bass sets up groove
p
bass sets up groove
bass sets up groove
solo (on E string), set up groove
bass sets up groove






















# # # #
# # # #
# # #
# # #





































































Õ Õ Õ Õ
15 ·







Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï
























Ï Ï Ï Ïv Ïv Ï>.Ï Ï .ú
...ÏÏÏ ÏÏÏ ...úúú
..ÏÏ ÏÏ ..úú
Õ Õ Õ Õ
·




Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï>¾















Ï Ï Ï Ïv Ïv Ïv Ïv.Ï Ï .ú
...ÏÏÏ ÏÏÏ ...úúú
..ÏÏ ÏÏ ..úú
Õ Õ Õ Õ
·
























Ï Ï Ï Ïv Ïv Ï>.Ï Ï .ú
...ÏÏÏ ÏÏÏ ...úúú
..ÏÏ ÏÏ ..úú
Õ Õ Õ Õ
·

























# # # #
# # # #
# # #
# # #
































19 Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï#
Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï#
Ï Ï Ï Ï










Ï Ï Ï Ï
w¾
















Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï
Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï








Ï Ï Ï Ï
w¾














Ï Ï Ï Ïv Ïv Ïv Ïv.Ï Ï .ú
...ÏÏÏ ÏÏÏ ...úúú
..ÏÏ ÏÏ ..úú
Õ Õ Õ Õ
·







Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï























Ï Ï Ï Ïv Ïv Ï>.Ï Ï .ú
...ÏÏÏ ÏÏÏ ...úúú
..ÏÏ ÏÏ ..úú
Õ Õ Õ Õ
·




Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï>¾























# # # #
# # # #
# # #
# # #
































23 Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï#
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï#
Ï Ï Ï Ï










Ï Ï Ï Ï
w¾
















Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï
Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï








Ï Ï Ï Ï
w¾














Ï Ï Ï Ïv Ïv Ïv Ïv.Ï Ï .ú
...ÏÏÏ ÏÏÏ ...úúú
..ÏÏ ÏÏ ..úú
Õ Õ Õ Õ
·







Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï























Ï Ï Ï Ïv Ïv Ï>.Ï Ï .ú
...ÏÏÏ ÏÏÏ ...úúú
..ÏÏ ÏÏ ..úú
Õ Õ Õ Õ
·




Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï>¾























# # # #
# # # #
# # #
# # #
































27 Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï#
Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï#
Ï Ï Ï Ï










Ï Ï Ï Ï
w¾
















Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï
Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï










Ï Ï Ï Ï
w¾
À À À À
Ï Ï Ï Ï
Ï Ï Ï Ï#
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï#
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï










Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï





























# # # #
# # # #
# # #
# # #

































































































































































.Ï> Ï> Ï Ï> Ï .Ï> Ïv Ïv
Ïv Ïv Ï>!
·
.Ï> Ï> Ï Ï> Ï .Ï> Ïv Ïv Ïv Ïv Ï>!
.w¾














Î Å Ï> Ï Ï Ï^ Ï^ Ï^ Ï^
Î Å Ï> Ï Ï Ïv Ïv
Ï^ Ï^
Î Å Ï> Ï Ï Ïv Ïv Ï^
Ï^
Î Å Ï> Ï Ï Ïv Ïv Ïv Ïv
Î Å Ï
> Ï Ï Ï^ Ï^ Ï^ Ï^
.Ï> Ï> ú Ï^ Ï^
.Ï> Ï> ú Ïv Ïv
Î Å
Ï Ï Ï Ïv Ïv Ïv Ïv.Ï Ï .ú
...ÏÏÏ ÏÏÏ ...úúú
..ÏÏ ÏÏ ..úú
Õ Õ Õ Õ
·







Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï





















.Ï> Ï> Ï ä JÏ^ Ï>
.Ï> Ï> Ï ä J
Ï^ Ï>
·




Î Å Ï> Ï Ï Ï^ Ï^ Ï>
Î Å Ï> Ï Ï Ï^
Ï^ Ï>
Î Å Ï> Ï Ï Ïv Ïv Ï>
Î Å Ï> Ï Ï Ïv Ïv Ï#>
Î Å Ï
> Ï Ï Ï^ Ï^ Ï>




Ï Ï Ï Ïv Ïv Ï>.Ï Ï .ú
...ÏÏÏ ÏÏÏ ...úúú
..ÏÏ ÏÏ ..úú
Õ Õ Õ Õ
·




Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï>¾
Õ Õ Ïv Ïv Ï>
sim.








Î Å Ï> Ï Ï Ï^ Ï^ Ï^ Ï^
Î Å Ï> Ï Ï Ïv Ïv
Ï^ Ï^
Î Å Ï> Ï Ï Ïv Ïv Ï^
Ï^
Î Å Ï> Ï Ï Ïv Ïv Ïv Ïv
Î Å Ï
> Ï Ï Ï^ Ï^ Ï^ Ï^
.Ï> Ï> ú Ï^ Ï^
.Ï> Ï> ú Ïv Ïv
Î Å
Ï Ï Ï Ïv Ïv Ïv Ïv.Ï Ï .ú
...ÏÏÏ ÏÏÏ ...úúú
..ÏÏ ÏÏ ..úú
Õ Õ Õ Õ
·







Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï
Õ Õ Ïv Ïv Ïv Ïv
.Ï> Ï> Ï ä JÏ^ Ï>
.Ï> Ï> Ï ä J
Ï^ Ï>
·




Î Å Ï> Ï Ï Ï^ Ï^ Ï>
Î Å Ï> Ï Ï Ï^
Ï^ Ï>
Î Å Ï> Ï Ï Ïv Ïv Ï>
Î Å Ï> Ï Ï Ïv Ïv Ï#>
Î Å Ï
> Ï Ï Ï^ Ï^ Ï>




Ï Ï Ï Ïv Ïv Ï>.Ï Ï .ú
...ÏÏÏ ÏÏÏ ...úúú
..ÏÏ ÏÏ ..úú
Õ Õ Õ Õ
·




Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï>¾






















# # # #
# # # #
# # #
# # #




































































































































































Õ Õ Õ Õ
Õ Õ Õ Õ
·
38
Õ Õ Õ Õ
38 ·
.Ï Ï .ú
Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï









creep in after groove is establishedp
creep in after groove is establishedp
creep in after groove is establishedp
p
set up groove w/shaker
p
shekere
set up groove w/bass
creep in after groove is establishedp
·
·










Õ Õ Õ Õ
Õ Õ Õ Õ
·
Õ Õ Õ Õ
·
Õ Õ Õ Õw
Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï>¾




















Õ Õ Õ Õ
·
.Ï Ï .ú
Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï





























Õ Õ Õ Õ
www
Õ Õ Õ Õ
ww
Õ Õ Õ Õ
·
Õ Õ Õ Õw
Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï>¾





Õ Õ Õ Õ
·
·
î Î Ï^ Ï^
î Î Ï^ Ï#^
î Î Ïv Ïv
î Î Ïv Ïv






Õ Õ Õ Õ
·
.Ï Ï .ú
Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï















play 3rd & 4th times only
play 3rd & 4th times only
·
·












Õ Õ Õ Õ
www
Õ Õ Õ Õ
ww
Õ Õ Õ Õ
·
Õ Õ Õ Õw
Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï>¾
























# # # #
# # # #
# # #
# # #
































44 .Ï> Ï> ú Ï^ Ï^
.Ï> Ï> ú
Ï^ Ï^





Î Å Ï> Ï Ï Ï^ Ï^ Ï^ Ï^
Î Å Ï> Ï Ï Ïv Ïv
Ï^ Ï^
Î Å Ï> Ï Ï Ïv Ïv Ï^
Ï^
Î Å Ï> Ï Ï Ïv Ïv Ïv Ïv
Î Å Ï
> Ï Ï Ï^ Ï^ Ï^ Ï^
.Ï> Ï> ú Ï^ Ï^
.Ï> Ï> ú Ïv Ïv
Î Å




Õ Õ Õ Õ
44 ·







ÏÏÏ Ï Ï Ï Ï Ï Ï ÏÏÏ ÏÏÏ Ï

























.Ï> Ï> Ï ä JÏ^ Ï>
.Ï> Ï> Ï ä J
Ï^ Ï>
Õ Õ Õ Õ




Î Å Ï> Ï Ï Ï^ Ï^ Ï>
Î Å Ï> Ï Ï Ï^
Ï^ Ï>
Î Å Ï> Ï Ï Ïv Ïv Ï>
Î Å Ï> Ï Ï Ïv Ïv Ï#>
Î Å Ï
> Ï Ï Ï^ Ï^ Ï>




Ï Ï Ï Ïv Ïv Ï>.Ï Ï .ú
...ÏÏÏ ÏÏÏ ...úúú
..ÏÏ ÏÏ ..úú
Õ Õ Õ Õ
·




Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï>¾
À À À À À À À À À À À ÀÕ Õ Õ Õ
.Ï> Ï> ú Ï^ Ï^
.Ï> Ï> ú
Ï^ Ï^





Î Å Ï> Ï Ï Ï^ Ï^ Ï^ Ï^
Î Å Ï> Ï Ï Ïv Ïv
Ï^ Ï^
Î Å Ï> Ï Ï Ïv Ïv Ï^
Ï^
Î Å Ï> Ï Ï Ïv Ïv Ïv Ïv
Î Å Ï
> Ï Ï Ï^ Ï^ Ï^ Ï^
.Ï> Ï> ú Ï^ Ï^
.Ï> Ï> ú Ïv Ïv
Î Å
Ï Ï Ï Ïv Ïv Ïv Ïv.Ï Ï .ú
...ÏÏÏ ÏÏÏ ...úúú
..ÏÏ ÏÏ ..úú
Õ Õ Õ Õ
·











.Ï> Ï> Ï ä JÏ^ Ï>
.Ï> Ï> Ï ä J
Ï^ Ï>
Õ Õ Õ Õ




Î Å Ï> Ï Ï Ï^ Ï^ Ï>
Î Å Ï> Ï Ï Ï^
Ï^ Ï>
Î Å Ï> Ï Ï Ïv Ïv Ï>
Î Å Ï> Ï Ï Ïv Ïv Ï#>
Î Å Ï
> Ï Ï Ï^ Ï^ Ï>




Ï Ï Ï Ïv Ïv Ï>.Ï Ï .ú
...ÏÏÏ ÏÏÏ ...úúú
..ÏÏ ÏÏ ..úú
Õ Õ Õ Õ
·




.Ï> Ï> ú Ï^ Ï^
.Ï> Ï> ú
Ï^ Ï^






> Ï Ï Ï^ Ï^ Ï^ Ï^
Î Å Ï> Ï Ï Ï^ Ï^ Ï^
Ï^
Î Å Ï> Ï Ï Ï^ Ï^ Ï^ Ï^
Î Å Ï> Ï Ï Ï^ Ï^ Ï^ Ï#^
Î Å












Õ Õ Õ Õ
·












.Ï> Ï> Ï ä JÏ^ Ï>
.Ï> Ï> Ï ä J
Ï^ Ï>
Õ Õ Õ Õ





> Ï Ï Ï^ Ï^ Ï>
Î Å Ï> Ï Ï Ï^ Ï^ Ï>
Î Å Ï> Ï Ï Ï^ Ï^ Ï#>
Î Å Ï> Ï Ï Ï^ Ï^ Ï>
Î Å
Ï> Ï Ï Ï^ Ï^ Ï>
.Ï> Ï> ú Î
.Ï> Ï> ú
Î
Î Å Ï Ï Ï Ïv
Ï
v Ï>.Ï Ï .ú
...ÏÏÏ ÏÏÏ ...úúú
..ÏÏ ÏÏ ..úú
Õ Õ Õ Õ
·






Ï Ï Ïn Ïn








Ï Ï Ïb Ïb
Ï Ï Ïb Ïn
Ï Ï Ïn Ï
Ï Ï Ïb Ïn
| |
·
































Ïb Ïn Ïb Ïb
Ïb Ï Ïb Ïb
Ïn Ï Ïb Ïb
Ï Ï Ïb Ï
| |
·































# # # #
# # # #
# # #
# # #






































> Ïb Ïn Ï^ Ï^ Ïb^ Ïb^
Î Å Ïb
> Ïb Ïn Ï^ Ï^ Ï^ Ï^
Î Å Ïb
> Ïb Ïn Ï^ Ï^ Ïb^ Ï^





















Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï






























> Ïb Ïn Ï^ Ïb^ Ï>
Î Å Ïb
> Ïb Ïn Ï^ Ï^ Ï>
Î Å Ïb
> Ïb Ïn Ï^ Ïb^ Ï>




.Ïb Ï ú Î


















Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï>¾
Õ Õ Ïv Ïv Ï>
sim.
Ïb Ïb Ïb Ïb
Ïb Ïb Ïb Ïb




> Ïb Ï Ï^ Ï^ Ïb^ Ïb
^
Î Å Ïb
> Ïb Ï Ï^ Ï^ Ï^ Ï^
Î Å Ïb
> Ïb Ï Ï^ Ï^ Ïb^ Ïn^




















Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï










Ïb Ïn Ïn Ïb
wb




> Ïb Ï Ï^ Ïb^ Ï>
Î Å Ïb
> Ïb Ï Ï^ Ï^ Ïb>
Î Å Ïb
> Ïb Ï Ï^ Ïb^ Ïb>




.Ï Ï ú Î

















Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï>¾






















# # # #
# # # #
# # #
# # #






































> Ïb Ïn Ï^ Ï^ Ïb^ Ïb^
Î Å Ïb
> Ïb Ïn Ï^ Ï^ Ï^ Ï^
Î Å Ïb
> Ïb Ïn Ï^ Ï^ Ïb^ Ï^






















Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï
















> Ïb Ïn Ï^ Ïb^ Ï>
Î Å Ïb
> Ïb Ïn Ï^ Ï^ Ï>
Î Å Ïb
> Ïb Ïn Ï^ Ïb^ Ïn>




.Ïb Ï ú Î



















Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï>¾
Õ Õ Ïv Ïv Ï>
Ï# Ï Ï Ï
Ï# Ï Ï Ï




> Ïb Ï Ï^ Ï^ Ïb^ Ïb
^
Î Å Ïb
> Ïb Ï Ï^ Ï^ Ï^ Ï^
Î Å Ïb
> Ïb Ï Ï^ Ï^ Ïb^ Ïn^





















Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï










Ï# Ï Ï Ï#
w#




> Ïb Ï Ï^ Ïb^ Ï>
Î Å Ïb
> Ïb Ï Ï^ Ï^ Ïb>
Î Å Ïb
> Ïb Ï Ï^ Ïb^ Ïb>




.Ïb Ï ú Î


















Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï>¾






















# # # #
# # # #
# # #
# # #

























































































































































































# # # #
# # # #
# # #
# # #






















































































































































Õ Õ Õ Õ
w
w


































































































Õ Õ Õ Õ
w
w













































# # # #
# # # #
# # #
# # #



























































Ï Ï Ïn Ïn
·
·





























Ï Ï Ï Ï
·
·
Ï Ï Ï Ï
Ïn Ïn Ï Ï



















































































































































# # # #
# # # #
# # #
# # #


































































































































































































































































# # # #
# # # #
# # #
# # #
























































































































































































































































# # # #
# # # #
# # #
# # #


































Õ Õ Õ Õ
·
·


























































Õ Õ Õ Õ
Î Å Ï> Ï Ï Ïv Ïv Ïv Ïv






Ï Ï Ï Ï
Ï Ï# Ï Ï
Ï Ï Ï Ï




























Õ Õ Õ Õ
Î Å Ï> Ï Ï Ïv Ïv Ï>






Ï Ï Ï Ï
Ï Ï# Ï Ï
Ï Ï Ï Ï













Õ Õ Õ Õ
·
·

















































Õ Õ Õ Õ
Î Å Ï> Ï Ï Ïv Ïv Ïv Ïv






Ï Ï Ï Ï
Ï Ï# Ï Ï
Ï Ï Ï Ï




























Õ Õ Õ Õ
Î Å Ï> Ï Ï Ïv Ïv Ï>






Ï Ï Ï Ï
Ï Ï# Ï Ï
Ï Ï Ï Ï
































# # # #
# # # #
# # #
# # #






















































Õ Õ Õ Õ
·
·

























Õ Õ Õ Õ
·
·























Õ Õ Õ Õ
·
·




Ï Ï Ï Ï
Ï Ï Ï Ï
Ïn Ï Ï Ï



















Õ Õ Õ Õ
·
·
Ï Ï Ï Ï
Ïn Ïn Ï Ï
Ï Ï Ïn Ïn
î Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ïn Ï Ï Ï




















































































.Ï Ï Ï Ï Ï .Ï






Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï





vary rhythm ad lib., comp sparsely













F hand drums (congas, djembe)













.Ï Ï Ï Ï Ï .Ï





Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï Ï























# # # #
# # # #
# # #
# # #























































































.Ï Ï Ï Ï Ï .Ï








gradually fading, embellish ad lib.
gradually fading, embellish ad lib.
gradually fading, embellish ad lib.
gradually fading, embellish ad lib.
gradually fading, embellish ad lib.
gradually fading, embellish ad lib.
gradually fading, embellish ad lib.
Vamp (until horns fade)
end by sustaining highest note
end by sustaining highest note
end by sustaining highest note










.Ï Ï Ï Ï Ï .Ï






















.Ï Ï Ï Ï Ï .Ï
















.Ï Ï Ï Ï Ï .Ï






















.Ï Ï Ï Ï Ï .Ï
















.Ï Ï Ï Ï Ï .Ï






















.Ï Ï Ï Ï Ï .Ï
















.Ï Ï Ï Ï Ï .Ï




























# # # #
# # # #
# # #
# # #












































































































































































































.Ï Ï Ï Ï Ï .Ï























.Ï Ï Ï Ï Ï .Ï







.Ï> Ï> Ï Ï> Ï .Ï>
.Ï> Ïn> Ï Ï> Ï .Ï>
Õ Õ Õ
Ïn^ Ï^ Ï^ Ï^ Ï>









.Ï Ï Ï Ï Ï .Ï





















begin loud, fade quickly, start to embellish ad lib.
begin loud, fade quickly, start to embellish ad lib.
begin loud, fade quickly, start to embellish ad lib.






hit B, then fill in groove, ad lib.
Ïn^ Ï^ Ï^ Ï^ Ï>
Ïn^ Ï^ Ïn^ Ï^ Ï>
Õ Õ Õ
.Ï> Ï> Ï Ï> Ï .Ï>








.Ï Ï Ï Ï Ï .Ï



















.Ï Ï Ï Ï Ï .Ï
























.Ï Ï Ï Ï Ï .Ï







.Ï> Ï> Ï Ï> Ï .Ïn>
.Ï> Ïn> Ï Ï> Ï .Ïn>
Õ Õ Õ
Ïn^ Ï^ Ï^ Ï^ Ï>









.Ï Ï Ï Ï Ï .Ï


























Ïn^ Ï^ Ï^ Ï^ Ï>
Ïn^ Ï^ Ïn^ Ï^ Ï>
Õ Õ Õ
.Ï> Ï> Ï Ï> Ï .Ï>








.Ï Ï Ï Ï Ï .Ï




























# # # #
# # # #
# # #
# # #
























































































































































































.Ï Ï Ï Ï Ï .Ï























.Ï Ï Ï Ï Ï .Ï







.Ï> Ï> Ï Ï> Ï .Ï>
.Ï> Ï> Ï Ï> Ï .Ï>
Õ Õ Õ
Ï^ Ï^ Ï^ Ï^ Ï>









.Ï Ï Ï Ï Ï .Ï


























Ï^ Ï^ Ï^ Ï^ Ï>
Ïn^ Ï^ Ï^ Ï^ Ï>
Õ Õ Õ
.Ï> Ï> Ï Ï> Ï .Ï>








.Ï Ï Ï Ï Ï .Ï



















.Ï Ï Ï Ï Ï .Ï
























.Ï Ï Ï Ï Ï .Ï




























# # # #
# # # #
# # #
# # #




















































134 Ï Ï Ï Ï
Ï Ï Ï Ï
Õ Õ Õ Õ
Ï Ï# Ï Ï#
Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï#









F#-9 G#-9 A±7 C#-9























Ïn Ï Ï Ïn
Ïn Ïn Ï Ïn
Õ Õ Õ Õ
Ï Ï Ïn Ï
Ï Ï Ïn Ï
Ïn Ïn Ï Ï
Ïn Ïn Ï Ï
Ïn Ï Ï Ïn
Ïn Ï Ï Ïn
Ïb Ïn Ï Ïb
Ï Ï Ïn Ï
































































Ï Ï Ï Ï
Ï Ï Ï Ï
Õ Õ Õ Õ
Ï Ï# Ï Ï#
Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï#
































Ïn Ï Ï Ïn
Ïn Ïn Ï Ïn
Õ Õ Õ Õ
Ï Ï Ïn Ï
Ï Ï Ïn Ï
Ïn Ïn Ï Ï
Ïn Ïn Ï Ï
Ïn Ï Ï Ïn
Ïn Ï Ï Ïn
Ïb Ïn Ï Ïb
Ï Ï Ïn Ï





















































































# # # #
# # # #
# # #
# # #
































142 Ï Ï Ï Ï
Ï Ï Ï Ï
Õ Õ Õ Õ
Ï Ï# Ï Ï#
Ï Ï# Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï Ï Ï
Ï Ï# Ï Ï#
































Ïn Ï Ï Ïn
Ïn Ïn Ï Ïn
Õ Õ Õ Õ
Ï Ï Ïn Ï
Ï Ï Ïn Ï
Ïn Ïn Ï Ïn
Ïn Ïn Ï Ïn
Ïn Ï Ï Ïn
Ïn Ï Ï Ïn
Ïb Ïn Ï Ïb
Ï Ï Ïn Ï
































Ï Ï Ïn Ïn
Ï Ï Ïn Ïn
Ï Ï Ïn Ïn
Ï Ï ún
w
Ï Ï Ïn Ïn
Ï Ï Ïn Ïn
Ï Ï Ïn Ïn




Ï Ï Ïb Ïn
Ï Ï Ïb Ïn
w
¡






















Ï Ï Ïn Ï
Ï Ï ún
Ï Ï Ïn Ï
wn
wn
Ï Ï Ïn Ï
Ï Ï Ïn Ï
Ï Ï Ïn Ï




Ï Ï Ïb Ï
Ï Ï Ïb Ï
w





































































































# # # #
# # # #
# # #
# # #
































































































Ï Ï# Ï Ï Ï Ï Ï Ï



























Ï Ï# Ï Ï Ï Ï Ï Ï
























Ï Ï# Ï Ï Ï Ï Ï Ï


























Ï Ï# Ï Ï
















Ï Ï# Ï Ï
3
Ï Ï# Ï











































































































































































Trumpet in B α 1
Trumpet in B α 2
Trumpet in B α 3






























œ œ œ œ œ œ
shaker
G let all notes ring (quasi-mbira sound)
ο



























































































































Œ Œ œ−2X only
Œ Œ œ−2X only
Œ Œ œ−2X only























































































B α Tpt. 1
B α Tpt. 2
B α Tpt. 3

















































































œ Ιœ− ‰ œ=
∑
œ ιœ− ‰ œ=
œ ιœ− ‰ œ=




œ Ιœ− ‰ œ=
œ œ= œ œ œ œ=



























































































































































B α Tpt. 1
B α Tpt. 2
B α Tpt. 3
















































































œ Ιœ− ‰ œ=
∑
œ ιœ− ‰ œ=
œ ιœ− ‰ œ=




œ Ιœ− ‰ œ=
œ œ= œ œ œ œ=



























































































































































B α Tpt. 1
B α Tpt. 2
B α Tpt. 3






















25 3œ= œ= œ
3





























25 −Xæ mallets on cym.
25

























































































































































œ œ− Œ Œ
œ, œ− Œ Œ
œ œ− Œ Œ
œ œ− Œ Œ
œ œ− Œ Œ
œ œ− Œ Œ
œ œ− Œ Œ
œ œ− Œ Œ































































































































































B α Tpt. 1
B α Tpt. 2
B α Tpt. 3






















33 3œ= œ= œ
3























































































































































































































œ œ œœ œ œ































































































































































































































































































































































































B α Tpt. 1
B α Tpt. 2
B α Tpt. 3












−œ Ιœ œ œ
−œ Ιœ œ œ
ϖ
41 ϖ
−œ ιœ œ œ
−œ ιœ œ œ






œ œ œ œ
=







−œ Ιœ œ œ
41 ∑
41











ιœ −œ œ œ
ιœ −œ œ œ











œ Œ œ Ιœ− ‰
œ Œ œ Ιœ− ‰
œ Œ œ Ιœ− ‰
œ Œ œ Ιœ− ‰
œ Ιœ− ‰ =˙
∑
œ ιœ− ‰ =˙
œ ιœ− ‰ =˙




œ Ιœ− ‰ =˙
œ œ œ œ
=
œ œ œ œ
=
œ ιœœ− ‰ ˙=˙
Ó ˙˙µ↓=














œ Ιœ− ‰ œ Ιœ− ‰
œ Ιœ− ‰ œ Ιœ− ‰
œ Ιœ− ‰ œ Ιœ− ‰
































−œ Ιœ œ œ
−œ Ιœ œ œ
ϖ
∑
−œ ιœ œ œ
−œ ιœ œ œ





œ œ œ œ
=
















ιœ −œ œ œ
ιœ −œ œ œ











œ Œ œ ιœ− ‰
œ Œ œ ιœ− ‰
œ Œ œ Ιœ− ‰
œ Œ œ Ιœ− ‰
œ Ιœ− ‰ =˙
∑
œ ιœ− ‰ =˙
œ ιœ− ‰ =˙




œ Ιœ− ‰ =˙
œ œ œ œ
=
œ œ œ œ
=
œ ιœœ− ‰ ˙=˙
Ó ˙˙µ↓=














œ Ιœ− ‰ œ Ιœ− ‰
œ Ιœ− ‰ œ Ιœ− ‰
œ Ιœ− ‰ œ Ιœ− ‰










































































B α Tpt. 1
B α Tpt. 2
B α Tpt. 3








































œ œ œ œ
=




























































































Ó Œ œ, œ=
Ó Œ œ, œ=
Ó Œ œ, œ=
Ó Œ œ, œ=
œ œ œ œ
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œ œ œœ œ œ œ
w/sticks
œ œ œ œ œ œ œ œ œ œ œ œ
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57 œ] œ] œ œ œ œ
œ] œ] œ œ œ œ
œ] œ] œ œ œ œ
œ] œ] œ œ œ œ
œ] œ] œ œ œ œ
57 œ] œ] œ œ œ œ
œ] œ] œ œ œ œ
œ] œ] œ œ œ œ
œ] œυ œ œ œ œ
œ] œ] œ œ œ œ
œ] œ] œ œ œ œ
œ] œ] œ œ œ œ
œ] œ] œ œ œ œ
57
œ œ œ œ
=





















−œ Ιœ œ œ
57 x x x x x x x x−œ Ιœ œ œ
ride cym.
57
œ œœ œ œœ œ œœ œ œœ
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Ó œ Œ
‘
œ] œ œ œ œ
3
œ œœ
œ] œ œ œ œ
3
œ œœ
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3
œ œœ
œ] œ œ œ œ 3œ œœ
œ] œ œ œ œ
3
œ œœ
œ] œ œ œ œ
3
œ œœ
œ] œ œ œ œ
3
œ œœ
œ] œ œ œ œ
3
œ œœ
œυ œ œ œ œ
3
œ œœ
œ] œ œ œ œ
3
œ œœ
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3
œ œœ
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3
œ œœ
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3
œ œœ
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=






































































œœ œœ œ œ œ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
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œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œ œ œ
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Œ œ] œ] œ œ
Œ œ] œ] œ œ
Œ œ] œ] œ œ
Œ œ] œ] œ œ
Œ œ
] œ] œ œ
Œ œ] œ] œ œ
Œ œ] œ] œ œ
Œ œ] œ] œ œ
Œ œ] œυ œ œ
Œ
œ] œ] œ œ
Œ œ
] œ] œ œ
Œ œ
] œ] œ œ
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B α Tpt. 1
B α Tpt. 2
B α Tpt. 3

























’ ’ ’ ’
solo
65
’ ’ ’ ’
’ ’ ’ ’
65
−œ Ιœ œ œ
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’ ’ ’ ’
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’ ’ ’ ’
’ ’ ’ ’
’ ’ ’ ’
−œ Ιœ œ œµ
♠1
∑
C 69 F 69
C 69 F 69
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œ Ιœ− ‰ ˙µ




C 69 F 69
C 69 F 69
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’ ’ ’ ’
’ ’ ’ ’
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B α Tpt. 1
B α Tpt. 2
B α Tpt. 3










73 −œ Ιœ œ œ
−œ Ιœ œ œ
−œ Ιœ œ œ
∑
∑
73 Ó œ− œ
Ó œ− œ
ϖ
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73
’ ’ ’ ’
’ ’ ’ ’
73
−œ Ιœ œ œ









Ιœ −œ œ œ
Ιœ −œ œ œ
Ιœ −œ œ œ
Œ œ− −œ ιœ
Œ œ− −œ Ιœ
ϖ
Ιœ −œ −œ Ιœ
ϖ




Œ œ− −œ Ιœ
’ ’ ’ ’
’ ’ ’ ’
’ ’ ’ ’
ϖ







œ Ιœ− ‰ ˙
œ ιœ− ‰ ˙
œ ιœ− ‰ ˙
œ œ Ιœ −œ




œ ιœ− ‰ ˙
œ− −˙
œ− œ Ιœ −œµ
ϖ
œ œ Ιœ −œ
’ ’ ’ ’
’ ’ ’ ’
’ ’ ’ ’
œ Ιœ− ‰ ˙µ




C 69 F 69
C 69 F 69






œ œ œ ιœµ − ‰






−œ Ιœ œ œ
ϖ
œ œµ œ Ιœ− ‰
’ ’ ’ ’
’ ’ ’ ’
’ ’ ’ ’
ϖ
’ ’ ’ ’
∑
−œ Ιœ œ œ
−œ Ιœ œ œ
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−œ Ιœ œ œ





Ιœ −œ œ œ
Ιœ −œ œ œ
Ιœ −œ œ œ
Œ œ− −œ ιœ
Œ œ− −œ Ιœ
ϖ
Ιœ −œ −œ Ιœ
ϖ





Œ œ− −œ Ιœ
’ ’ ’ ’
’ ’ ’ ’
’ ’ ’ ’
ϖ







œ Ιœ− ‰ ˙
œ ιœ− ‰ ˙
œ ιœ− ‰ ˙
œ œ Ιœ −œ




œ ιœ− ‰ ˙
œ− −˙
œ− œ Ιœ −œµ
ϖ
œ œ Ιœ −œ
’ ’ ’ ’
’ ’ ’ ’
’ ’ ’ ’
œ Ιœ− ‰ ˙µ




C 69 F 69
C 69 F 69





œ œ œ ιœµ − ‰





−œ Ιœ œ œ
ϖ
œ œµ œ Ιœ− ‰
’ ’ ’ ’
’ ’ ’ ’
’ ’ ’ ’
ϖ





































































B α Tpt. 1
B α Tpt. 2
B α Tpt. 3
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−œ œ œœ −œ
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97 −Û −Ûcomp freely around this rhythm
97




















































































































































œ Ιœ− ‰ œ








































Ιœ− ‰ œµ ιœ− ‰
Ιœ− ‰ œµ ιœ− ‰
ΙÛ
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œ= œ= œ œ=
105 ∑
−œ −œtrumpet, 2X only
















































































































œ œ− ‰ Ιœ−
3
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œ œ− ‰ Ιœ−
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œµ , Œ œ,
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Œ œµ , Œ
’ ’ ’
Ιœ− ‰ œµ ιœ− ‰





Ιœ− ‰ œµ ιœ− ‰
Ιœ− ‰ œµ ιœ− ‰
ΙÛ
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œ œ− ‰ Ιœ−
3
œ= œ= œ
œ œ− ‰ Ιœ−
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3
œ= œ= œ
œ œ− ‰ ιœ−
3
œ= œ= œ





















































































































































Œ Œ ‰ ιœ−
∑
œµ , Œ œ,
’ ’ ’
œ Ιœ− ‰ œ






œ Ιœ− ‰ œ
œ Ιœ− ‰ œ
cresc. 2X only
Û ΙÛ




























































Œ œµ , Œ
’ ’ ’
Ιœ− ‰ œµ ιœ− ‰





Ιœ− ‰ œµ ιœ− ‰
Ιœ− ‰ œµ ιœ− ‰
ΙÛ


































































B α Tpt. 1
B α Tpt. 2
B α Tpt. 3










121 œ] œ] œ œ œ œ
œ] œ] œ œ œ œ
œ] œ] œ œ œ œ
œ] œ] œ œ œ œ
œ] œ] œ œ œ œ
121 œ] œ] œ œ œ œ
œ] œ] œ œ œ œ
œ] œ] œ œ œ œ
œ] œυ œ œ œ œ
œ] œ] œ œ œ œ
∑
œ] œ] œ œ œ œ
œ] œ] œ œ œ œ
121
œ œ œ œ
=
œ œ œ œ
=
121
œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰
3 3 3 3
Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ
3 3 3 3
121
˙ ˙
121 x x x x x x x x
˙
˙
shuffle (back beat on 3)
121
œ œ œ œ œ œ œ œ œ œ œ œ



















œ œ œ Œ œ]
œ œ œ Œ œµ ]
œ œ œ Œ œα ]
œ œ œ Œ œ
]
œ œ œ Œ
œµ ]
œ œ œ Œ œ
]
œ œ œ Œ œµ ]
œ œ œ Œ œ
]
œ œ œ Œ œµ
]
œ œ œ Œ
œα ]
∑
œ œ œ Œ
œµ ]
œ œ œ Œ œ]
‘
œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœαα = œœœ= ‰
3 3 3 3
Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ Œ Ι
œœœαµ





œµ ] œµ œ œµ œµ
3
œ œ œ
œµ ] œ œµ œµ œ
3
œ œ œµ
œ] œµ œµ œ œ
3
œ œ œα
œµ ] œµ œ œ œµ
3
œ œ œ
œµ ] œ œµ œµ œ
3
œ œ œµ
œµ ] œµ œ œ œµ
3
œ œ œ
œ] œµ œα œ œµ 3œ œ œµ
œµ ] œα œ œµ œµ
3
œ œ œ
œα ] œ œµ œµ œ
3
œ œ œµ




œα ] œ œα œα œ
3
œ œ œµ
œα ] œα œ œµ œα
3
œ œ œ
œ œ œ œ œ œ œ œ
=
œœœαα = œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰
3 3 3 3
Œ Ιœœœαµ Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ
3 3 3 3
˙µ −œ Ιœ
=





œ Œ œ∀ ] œ∀ ]
œ Œ œ∀ ] œ]
œ Œ œ] œ∀ ]
œ Œ œ∀ ] œ∀ ]
œ Œ œ∀ ] œ]
œ Œ œ∀ ] œ∀ ]
œ Œ œ] œ∀ ]








œ Œ œµ ] œµ ]
‘
œœœαα = œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰
3 3 3 3
Œ Ιœœœαµ Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ
3 3 3 3
ϖ




œ œ œ œ œ œ œ
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œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
∑
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œ œ œ
=
œ œ œ œ
=
œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰
3 3 3 3
Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ
3 3 3 3
˙ −œ Ιœ
=





Œ œ œµ œµ œ œµ œµ
Œ œµ œµ œ œµ œµ œ
Œ œα œ œ œµ œ œ
Œ œ œµ œµ œ œ œµ
Œ
œµ œµ œ œ œµ œµ
Œ œ œµ œµ œ œ œµ
Œ œµ œ œ œµ œα œ
Œ œ œµ œα œ œµ œµ
Œ œµ œα œ œµ œµ œ
Œ
œα œ œµ œα œ œ
∑
Œ
œµ œα œ œ œα œα
Œ œ œα œα œ œµ œα
‘
œœœ= œœœ= ‰ œœœαα = œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰
3 3 3 3
Œ Ιœœœ Œ Ι
œœœαµ Œ Ιœœœ Œ Ιœœœ
3 3 3 3
ϖ

















































B α Tpt. 1
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œµ œ œ −˙
3
œµ œµ œµ −˙
3
œ œµ œα −˙
3
œ œ œ −˙
3
œµ œ œµ −˙
127
3
œ œ œ −˙
3
œα œµ œµ −˙
3
œµ œ œ −˙
3
œµ œµ œµ −˙
3
œ œα œα −˙
∑
3
œα œ œµ −˙
3
œµ œ œ −˙
127
œ œ œ œ
=
œ œ œ œ
=
127 œœœαα = œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰
3 3 3 3
Œ Ιœœœαµ Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ






































œœœαα = œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰
3 3 3 3
Œ Ιœœœαµ Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ
3 3 3 3
−˙ œµ œ=



















œ œ œ œ
=
œ œ œ œ
=
œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰
3 3 3 3
Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ
3 3 3 3
˙ ˙
x x x x x x x x
Ó ˙
œ œ œ œ œ œ œ œ œ œ œ œ

















œ œ œ œ Ó
œ œ œ œ Ó
œ œ œ œ Ó
œ œ œ œ Ó
œ œ œ œ Ó
œ œ œ œ Ó
œ œ œ œ Ó
œ œ œ œ Ó
œ œ œ œ Ó
œ œ œ œ Ó
œ œ œ œ Ó
œ œ œ œ Ó
œ œ œ œ Ó
‘
œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰
3 3 3 3
Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ
3 3 3 3
ϖ




œ] œµ ] œµ œ œµ œ
œµ ] œµ ] œ œµ œµ œµ
œα ] œ] œµ œµ œ œα
œ] œµ ] œµ œ œµ œ
œµ ] œµ ] œ œµ œµ œµ
œ] œµ ] œµ œ œµ œ
œµ ] œ] œµ œα œ œµ
œ] œµ ] œα œ œµ œ
œµ ] œα ] œ œµ œµ œµ
œα ] œ] œµ œα œ œα
œµ ] œα ] œ œα œα œµ
œα ] œ] œα œα œ œα
œ] œα ] œα œ œµ œ
œ œ œ œ œ œ œ œ
=
œœœαα = œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰
3 3 3 3
Œ Ιœœœαµ Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ
3 3 3 3
˙µ −œ Ιœ
=






Ó œ∀ ] œ∀ ]
Ó œ∀ ] œ]
Ó œ] œ∀ ]
Ó œ∀ ] œ∀ ]
Ó œ] œ]
Ó œ∀ ] œ∀ ]
Ó œ] œ∀ ]
Ó œ∀ ] œµ ]





Ó œ] œµ ]
Ó œµ ] œµ ]
‘
œœœαα = œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰
3 3 3 3
Œ Ιœœœαµ Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ
3 3 3 3
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B α Tpt. 1
B α Tpt. 2
B α Tpt. 3










133 œ œ œ œ
œ] œ]
œ œ œ œ œ
] œ]
œ œ œ œ œ
] œ]
œ œ œ œ œ] œ]
œ œ œ œ œ] œ]
133 œ œ œ œ œ
] œ]
œ œ œ œ œ
] œ]
œ œ œ œ œ
] œ]
œ œ œ œ
œ] œ]
œ œ œ œ œ
] œ]
œ œ œ œ œ
] œ]
œ œ œ œ œ
] œ]
œ œ œ œ œ
] œ]
133
œ œ œ œ
=
œ œ œ œ
=
133
œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰
3 3 3 3
Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ








œ œ œ œ œ] œµ ]
œ œ œ œ œµ ] œµ ]
œ œ œ œ œα ] œ]
œ œ œ œ œ
] œµ ]
œ œ œ œ œµ
] œµ ]
œ œ œ œ œ] œµ ]
œ œ œ œ œµ ] œ]
œ œ œ œ œ] œµ ]
œ œ œ œ œµ ] œα ]
œ œ œ œ œα ] œ]
œ œ œ œ œµ ] œα ]
œ œ œ œ œα ] œ]
œ œ œ œ œ] œα ]
‘
œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœαα = œœœ= ‰ œœœ= œœœ= ‰
3 3 3 3
Œ Ιœœœ Œ Ιœœœ Œ Ι
œœœαµ Œ Ιœœœ





œµ œ œµ œµ
3
œ œ œ œ
œ œµ œµ œ
3
œ œ œµ œ
œ œµ œ œ
3
œ œ œα œ
œµ œ œ œµ
3
œ œ œ œ
œ œ œµ œ
3
œ œ œµ œ
œµ œ œ œµ
3
œ œ œ œ
œ œµ œα œ 3œ œ œµ œ
œα œ œµ œµ
3
œ œ œ œ
œ œµ œµ œ
3
œ œ œµ œ
œµ œα œ œ
3
œ œ œα œ
œ œ œα œα
3
œ œ œµ œ
œ œα œα œ
3
œ œ œα œ
œα œ œµ œα
3
œ œ œ œ
œ œ œ œ
=
œ œ œ œ
=
œœœαα = œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰
3 3 3 3
Œ Ιœœœαµ Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ
3 3 3 3
˙µ ιœ −œ=








































œœœαα = œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰
3 3 3 3
Œ Ιœœœαµ Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ
3 3 3 3
−˙ œµ œ=




Ó œ œ œ œ
Ó œ œ œ œ
Ó œ œ œ œ
Ó œ œ œ œ
Ó œ œ œ œ
Ó œ œ œ œ∀
Ó œ œ œ œ
Ó œ œ œ œ
Ó œ œ œ œ
Ó
œ œ œµ œ
Ó œ œ œ œµ
Ó œ œ œ œ
Ó œ œ œ œ∀
œ œ œ œ
=
œ œ œ œ
=
œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰
3 3 3 3
Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ
3 3 3 3
˙ ˙
x x x x x x x x
Ó ˙
œ œ œ œ œ œ œ œ œ œ œ œ


















œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
‘
œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰
3 3 3 3
Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ Œ Ι
œœœαµ
3 3 3 3
ϖ

































































B α Tpt. 1
B α Tpt. 2
B α Tpt. 3










139 œ œµ œµ œ œµ œµ
3
œ œ œ
œµ œµ œ œµ œµ œ
3
œ œ œµ
œα œ œ œµ œ œ
3
œ œ œα
œ œµ œµ œ œ œµ
3
œ œ œ
œµ œµ œ œ œµ œ
3
œ œ œµ
139 œ œµ œµ œ œ œµ
3
œ œ œ
œµ œ œ œµ œα œ
3
œ œ œµ
œ œµ œα œ œµ œµ
3
œ œ œ
œµ œα œ œµ œµ œ
3
œ œ œµ
œα œ œµ œα œ œ
3
œ œ œα
œµ œα œ œ œα œα
3
œ œ œµ
œα œ œ œα œα œ
3
œ œ œα




œ œ œ œ œ œ œ œ
=
139 œœœαα = œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰
3 3 3 3
Œ Ιœœœαµ Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ
3 3 3 3
139
˙µ −œ Ιœ




























































œœœαα = œœœ= ‰ œœœ=œœœ=‰ œœœ= œœœ=‰ œœœ= œœœ=‰
3 3 3 3
Œ Ιœœœαµ Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ


















Œ œ œ œ œ œ œ
Œ œ œ œ œ œ œ
Œ œ œ œ œ œ œ
Œ œ œ œ œ œ œ
Œ œ œ œ œ œ œ
Œ œ œ œ œ œ œ
Œ œ œ œ œ œ œ
Œ œ œ œ œ œ œ
Œ œ œ œ œ œ œ
Œ
œ œ œ œ œ œ
Œ œ œ œ œ œ œ
Œ œ œ œ œ œ œ
Œ œ œ œ œ œ œ
œ œ œ œ
=
œ œ œ œ
=
œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰
3 3 3 3
Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ Œ Ιœœœ
3 3 3 3
˙ ˙





œ œ œ œ œ œ œ œµ
œ œ œ œ œ œ œµ œµ
œ œ œ œ œ œ œα œ
œ œ œ œ œ œ œ œµ
œ œ œ œ œ œ œµ œµ
œ œ œ œ œ œ œ œµ
œ œ œ œ œ œ œµ œ
œ œ œ œ œ œ œ œµ
œ œ œ œ œ œ œµ œα
œ œ œ œ œ œ œα œ
œ œ œ œ œ œ œµ œα
œ œ œ œ œ œ œα œ
œ œ œ œ œ œ œ œα
‘
œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœ= œœœ= ‰ œœœαα = œœœ=‰
3 3 3 3
Œ Ιœœœ Œ Ιœœœ Œ Ι
œœœαµ Œ Ιœœœ
3 3 3 3
ϖ





œµ œ œµ œµ œ œµ œµ œ
œ œµ œµ œ œµ œα œα œµ
œ œµ œ œ œµ œα œα œµ
œµ œ œ œµ œµ œ œα œ
œ œ œµ œ œ œ œµ œ
œµ œ œ œµ œµ œα œα œµ
œ œµ œα œ œ œµ œµ œ
œα œ œµ œµ œµ œµ œα œ
œ œµ œµ œ œµ œα œα œµ
œµ œα œ œ œα œα œα œα
œ œ œα œα œα œα œα œµ
œ œα œα œ œµ œα œα œ
œα œ œµ œα œ œα œ œ
œ œ œ œ
=
œ œ œ œ
=
œœœαα = œœœ= ‰ œœœ= œœœ= ‰ œ œα œα œµ
3 3
Œ Ιœœœαµ Œ Ιœœœ Ó↓3 3
˙µ ˙α















œ œµ œ œ œµ œµ œ œ
œµ œα œµ œµ œα œα œµ œµ
œµ œα œ œµ œα œα œµ œµ
œµ œα œ œµ œµ œα œ œµ
œµ œµ œ œ œµ œµ œ œµ
œµ œα œ œµ œα œα œµ œµ
œ œµ œ œ œµ œµ œ œ
œµ œα œ œµ œµ œα œ œµ
œα œα œµ œµ œα œα œµ œα
œα œα œµ œα œα œα œα œα
œα œα œ œα œα œα œµ œα
œα œα œ œµ œα œα œ œα
œµ œα œ œ œα œα œ œµ
‘
œα œα œ œα œα œα œµ œα
∑
ϖ
















































































B α Tpt. 1
B α Tpt. 2
B α Tpt. 3





























































































































































































































































B α Tpt. 1
B α Tpt. 2
B α Tpt. 3















































































œ Ιœ− ‰ œ
œ Ιœ− ‰ œµ
œ Ιœµ − ‰ œµ
œ Ιœµ − ‰ œ
œ Ιœ− ‰ œ=
œ ιœ− ‰ œ
œ ιœ− ‰ œ
œ ιœ− ‰ œ
œ ιœ− ‰ œ
œ Ιœα − ‰ œ
œ Ιœµ − ‰ œα
œ Ιœ− ‰ œ
œ ιœα − ‰ œµ





ιœœœαµα − ‰ œœœµα
œ Ιœα − ‰ œµ
Û ΙÛ− ‰ Û
œ œ Ιœ− ‰ œæ



























































∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀

































Trumpet in Bα 1
Trumpet in Bα 2
Trumpet in Bα 3










Œ œ œµ œ∀ œµ
Œ œ œ œ œ
Œ œ œ∀ œ œ
Œ œ œ œ œ
Œ œ œ∀ œ œ
Œ œ œµ œ∀ œµ
Œ œ œµ œ∀ œµ
Œ œ œ œ œ
Œ œ œµ œ∀ œµ
Œ œ œ∀ œ œ
Œ œ œ œ œ
Œ œ œ∀ œ œ
Œ œ œ∀ œ œ
∑



















œ œ= œ œ œ œ
œ œ= œ œ œ∀ œ
œ œ= œ œ œ œ
œ œ= œ∀ œ œµ œ∀
œ œ= œ œ œµ œ∀
œ œ= œ œ œ œ
œ œ= œ œ œ œ
œ œ= œ œ œ∀ œ
œ œ= œ œ œ œ
œ œ= œ œ œ œ
œ œ= œ∀ œ œ∀ œ
œ œ= œ œ œ∀ œ
œ œ= œ œ œ∀ œ
∑





œ œ= œ œ œ œ
œ œ= œ∀ œ œ œ
œ œ= œ œ œ
œ
œ∀ œ= œµ œ∀ œ œ
œ œ= œµ œ∀ œ œ
œ œ= œ œ œ œ
œ œ= œ œ œ œ
œ œ= œ∀ œ œ œ
œ œ= œ œ œ œ
œ œ= œ œ œ œ
œ∀ œ= œ∀ œ œ œ
œ œ= œ∀ œ œ œ
œ œ= œ∀ œ œ œ
∑





œµ= œ œµ œ œ∀ = œµ œ œ∀
œ= œµ œ œ œµ= œ œ œµ
œµ= œ œµ œ œ∀ = œµ œ œ
œ= œ œµ œ œ∀ = œµ œ œ∀
œµ= œ œµ œ œ∀ = œµ œ œ
œµ= œ œµ œ œ∀ = œµ œ œ∀
œ= œα œ œ œ= œ œ œµ
œ= œα œµ œ œ= œ œ œµ
œµ= œ œµ œ œ∀= œµ œ œ∀
œ= Ιœ œ= Ιœ∀
œµ= Ιœ œ= Ιœ
œ= Ιœ œ= Ιœ∀
œα= Ιœ œ= Ιœ
∑































∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀






































































































































































































































∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀




























œ= œ œµ œ œ∀ =
Œ œ
= œα œ œ œ=
Œ œ
= œ œα œ œµ=
Œ œ= œ œµ œ œ∀ =
Œ œ
= œµ œ œ œ=
13 Œ œ= œ œµ œ œ∀ =
Œ œ= œα œ œ œ=
Œ œ= œ œα œ œµ=
Œ œ







13 ιœ ‰ Œ Œ
13 Œ œ= œ œα œ œµ=
∑
















œµ œ œ œ= œ œµ œ œ∀=
œ œµ œ œ∀= œ œµ œ œ∀=
œα œ œ œ= œ œµ œ œ∀=
œ œµ œ œ∀= œµ œ œ œ=
œ œµ œ œ∀= œ œµ œ œ∀=
œµ œ œ œ= œ œµ œ œ∀=
œ œµ œ œ∀= œ œα œ œµ=
œα œ œ œ= œ œµ œ œ∀=
œµ œ œ œ= œ œµ œ œ∀=
œ œ œ= œ œ=









œ œµ œ œ∀ = œ œµ œ œ∀ =
œµ œ œ œ= œ œµ œ œ∀ =
œ œµ œ œ∀ = œµ œ œ œ=
œ œµ œ œ∀ = œ œµ œ œ∀ =
œ œµ œ œ∀ = œµ œ œ œ=
œ œµ œ œ∀ = œ œα œ œµ=
œα œ œ œ= œ œµ œ œ∀ =
œ œµ œ œ∀ = œµ œ œ œ=
œ œµ œ œ∀= œ œα œ œµ=
œ œ œ= œ œ=









œ∀ œµ œ =˙
œ œµ œ Ιœ= −œ
œ œµ œ œ= œ œ
œ œα œ œ= œ œ œ
œ œµ œ œ= œ œ œ
œ∀ œµ œ œ= œ œ œ
œ œµ œ œ= œ œ∀ œ
œ œµ œ œ= œ œ œ
œ∀ œµ œ œ= œ œ œ
œ œ œ= œ œ œ
œ œ œ= œ œ œ
Œ œ= œ œ œ
Œ =˙
∑











œ œ œ œ œµ
œ œ œµ œ∀ œµ
œ œ œµ œ∀ œµ
œ œ œµ œ∀ œµ
œ œ œµ œ∀ œµ






œ œ œœœ∀ œ œœœ
Œ œœ œœ
œ ˙α




























x x x x x−˙
∑




























































∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀











































































































Œ œ ιœµ − ‰
Œ œ ιœµ − ‰
∑
∑
Œ œ Ιœµ − ‰
Œ œ ιœµ − ‰
Œ œ ιœµ − ‰
∑




Œ œ Ιœα − ‰
Œ œ Ιœα − ‰
ιœ ‰ Œ Œ
∑
∑



































œ Ιœ− ‰ œ
=
œ Ιœ− ‰ œ
=
œ Ιœµ − ‰
œ=
∑
œ∀ Ιœµ − ‰ œ=
œ ιœ− ‰ œ
=
œ ιœ− ‰ œ
=
œ ιœµ − ‰ œ
=
œ ιœ− ‰ œ
=
œ Ιœα − ‰
œ=
∑
œ Ιœα − ‰ œ=




















































∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀

















































Ιœα − ‰ =˙










































œ œ œ œ œ œ




œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ











œ œ œ œ œ œ
œ œ œ œ œ œ
Ιœ− ‰ Œ Œ
Ιœ− ‰ Œ Œ
ιœ= ‰ Œ Œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
Ιœ− ‰ Œ Œ
Ιœ− ‰ Œ Œ
ιœ= ‰ Œ Œ
ιœ= ‰ Œ Œ
Ι




œœ= ‰ Œ Œ
Ιœ= ‰ Œ Œ
ΙÛ
= ‰ Œ Œ
∑
Ιœµ , ‰ œ, œ, ‰ Ιœ,
Ιœµ , ‰ œ, œ, ‰ Ιœ,
Ιœµ , ‰ œ, œ, ‰ Ιœ,
Ιœµ , ‰ œ, œ, ‰ Ιœ,
œµ −
˙µ=
ιœµ , ‰ œ, œ, ‰ ιœ,
ιœµ , ‰ œ, œ, ‰ ιœ,
ιœµ , ‰ œ, œ, ‰ ιœ,
ιœµ , ‰ œ, œ, ‰ ιœ,




Œ Œ ‰ Ιœ−





Œ − œœœœαµ , œœœœ,
‰
Œ ιœ, Œ ιœ,
œ −œ= Ιœ−
’ ’ ’6/8 Bembé Feel

















œµ œ œµ œ Œ
œµ œ œµ œ Œ
œµ œ œµ œ Œ
œµ œ œµ œ Œ
−˙
œµ œ œµ œ Œ
œµ œ œµ œ Œ
œµ œ œµ œ Œ
œµ œ œµ œ
Œ
œµ œ œα œ Œ
‰ Ιœ− ‰ Ιœ− ‰ Ιœ
−






Œ ιœ, ‰ Œ















Œ Œ ‰ Ιœ−





Œ − œœœœαµ , œœœœ,
‰

















‰ Ιœ− ‰ −œ
=







Œ ιœ, ‰ ιœ, ‰
‰ Ιœ− ‰ −œ
=





















∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀

























































Œ Œ ‰ Ιœ−






37 Œ − œœœœαµ , œœœœ,
‰



















‰ Ιœ− ‰ Ιœ− ‰ Ιœ
−






Œ ιœ, ‰ Œ













Œ Œ ‰ Ιœ−





Œ − œœœœαµ , œœœœ,
‰
















‰ Ιœ− ‰ −œ
=







Œ ιœ, ‰ ιœ, ‰
‰ Ιœ− ‰ −œ
=
œµ œ œµ œ œ=
œµ œ œµ œ œ=
œµ œ œµ œ œµ=
œµ œ œµ œ œ∀=
ιœ− ‰ Œ
œ=
Ιœ− ‰ Œ œ=
Ιœµ − ‰ Œ œµ=
Ιœ− ‰ Œ œ=
œµ œ œµ œ œ=
Ιœµ − ‰ Œ
œ=
Ιœµ − ‰ Œ œ=




























œ œµ œ œµ œ
œ œµ œ œµ œ
œ œµ œ œµ œ
œ œµ œ œµ œ
œ ιœ− ‰ Œ
œ Ιœ− ‰ Œ
œ Ιœµ − ‰ Œ
œ Ιœ− ‰ Œ
œ œµ œ œµ œœ Ιœµ − ‰ Œ
œ Ιœµ − ‰ Œ
œ Ιœα − ‰ Œ






œ ιœ− ‰ Œ









=˙ Ιœµ − ‰
=˙ Ιœ− ‰
=˙ œµ œ=˙ Ιœµ − ‰
=˙ Ιœµ − ‰










œµ œ œµ= ιœ− ‰
œµ œ œ∀= ιœ− ‰
œµ œ œ= ιœµ − ‰
œµ œ œ= ιœ− ‰
Œ œ= Ιœ− ‰
Œ œ= ιœ− ‰
Œ œ= ιœ− ‰
Œ œ= ιœµ − ‰
œµ œ œµ= ιœ
‰
Œ œµ= Ιœα − ‰
Œ œ= Ιœ− ‰
Œ œ= Ιœµ − ‰






Œ œ= Ιœ− ‰
Œ Û= ΙÛ ‰
∑





















∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀

























































Œ Œ ‰ Ιœ−






45 Œ − œœœœαµ , œœœœ,
‰


































‰ Ιœ− ‰ Ιœ− ‰ Ιœ
−






Œ ιœ, ‰ Œ















Œ Œ ‰ Ιœ−





Œ − œœœœαµ , œœœœ,
‰
















‰ Ιœ− ‰ −œ
=







Œ ιœ, ‰ ιœ, ‰













Œ Œ ‰ Ιœ−





Œ − œœœœαµ , œœœœ,
‰
















‰ Ιœ− ‰ Ιœ− ‰ Ιœ
−






Œ ιœ, ‰ Œ













Œ Œ ‰ Ιœ−





Œ − œœœœαµ , œœœœ,
‰
















‰ Ιœ− ‰ −œ
=







Œ ιœ, ‰ ιœ, ‰
‰ Ιœ− ‰ −œ
=





















∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀



























53 œµ œ œµ œ œ=
œµ œ œµ œ œ=
œµ œ œµ œ œµ=
œµ œ œµ œ œ∀=
ιœ− ‰ Œ
œ=
53 Ιœ− ‰ Œ œ=
Ιœµ − ‰ Œ œµ=
Ιœ− ‰ Œ œ=
œµ œ œµ œ œ=
Ιœµ − ‰ Œ
œ=
Ιœµ − ‰ Œ œ=





‰ Œ œœœœµµ =
∑
53 ιœ− ‰ Œ
œ=
53



















Swing 8ths œ œµ œ œµ œ
œ œµ œ œµ œ
œ œµ œ œµ œ
œ œµ œ œµ œ
œ ιœ− ‰ Œ
œ Ιœ− ‰ Œ
œ Ιœµ − ‰ Œ
œ Ιœ− ‰ Œ
œ œµ œ œµ œœ Ιœµ − ‰ Œ
œ Ιœµ − ‰ Œ
œ Ιœα − ‰ Œ






œ ιœ− ‰ Œ









=˙ Ιœµ − ‰
=˙ Ιœ− ‰
=˙ œµ œ=˙ Ιœµ − ‰
=˙ Ιœµ − ‰










œµ œ œµ= ιœ− ‰
œµ œ œ∀= ιœ− ‰
œµ œ œ= ιœµ − ‰
œµ œ œ= ιœ− ‰
Œ œ= Ιœ− ‰
Œ œ= ιœ− ‰
Œ œ= ιœ− ‰
Œ œ= ιœµ − ‰
œµ œ œµ= ιœ
‰
Œ œµ= Ιœα − ‰
Œ œ= Ιœ− ‰
Œ œ= Ιœµ − ‰






Œ œ= Ιœ− ‰
Œ Û= ΙÛ ‰
∑
Œ œµ = œµ œ œ
Œ œ= œ œ œµ
Œ œµ= œ œµ œ
Œ œ= œµ œ œµ
Œ œµ = œ œµ œµ
Œ œµ= œ œµ œ
Œ œµ = œ œµ œµ
Œ œ= œ œ œµ
Œ œµ= œ œµ œ
Œ
œ= œµ œµ œ
Œ œ
= œµ œ œµ












œ= œµ œ œ œ= œµ
œ= œ œ œµ œ= œ
œ= œ œµ œ œµ= œ
œ= œ œ œ œ= œµ
œµ = œ œ œ œµ = œ
œ= œ œµ œ œµ= œ
œµ = œ œ œ œµ = œ
œ= œ œ œµ œ= œ
œ= œ œµ œ œµ= œœ= œ œ œ œ= œµ
œ= œ œ œ œ= œµ
œ= œµ œ œ œ= œα
=˙ œ=
˙˙˙˙µ = œœœœµα =






œµ œ œµ ] œµ œ
œ œµ œ] œ œ
œµ œ œ] œ œµ
œ œµ œ] œµ œ
œµ œµ œ∀ ] œ œ
œµ œ œ] œ œµ
œµ œµ œ∀ ] œ œ
œ œµ œ
] œ œ
œµ œ œυ œ, œµ=
œµ œ œ] œµ œ
œ œµ œ] œµ œ
œµ œ œµ ] œα œ
œ œυ Œ








œ œµ = œ œµ − œµ − œµ = œ
3
œ œµ = œ œ− œ− œµ = œµ
3
œ œα = œµ œ− œµ − œ= œ
3
œ œµ = œ œµ − œ− œ= œµ
3
œ œα = œ œ− œµ − œ= œµ
3
œ œα = œµ œ− œµ − œ= œ
3
œ œα = œ œ− œµ −
œ= œµ3
œ œµ = œ œ− œ− œµ
= œµ3
œ œα œµ œ− œµ − œ œ
3
œ œα = œµ œµ − œ− œα = œ
3
œ œα = œ œµ − œ− œ= œµ
3






























∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀

































































61 Œ œµ = œµ œ œ
Œ œ= œ œ œµ
Œ œµ= œ œµ œ
Œ œ= œµ œ œµ
Œ œµ = œ œµ œµ
61 Œ œµ= œ œµ œ
Œ œµ = œ œµ œµ
Œ œ= œ œ œµ
Œ œµ= œ œµ œ
Œ
œ= œµ œµ œ
Œ œ
= œµ œ œµ
















œµ= Ιœµ − ‰ Œ
œ= Ιœ− ‰ Œ
œ= Ιœµ − ‰ Œ
œ= Ιœ− ‰ Œ
œµ= Ιœµ − ‰ Œ
œ= Ιœµ − ‰ Œ
œµ= Ιœµ − ‰ Œ






œ= Ιœ− ‰ Œ










x x x x x−˙
∑
œµ = œµ œ œ œµ=
œ= œ œ œµ œ∀ =
œµ= œ œµ œ œ=
œ= œµ œ œµ œ=
œµ = œ œµ œµ œ=
œµ= œ œµ œ œµ=
œµ = œ œµ œµ œ=
œ= œ œ œµ œ=
œµ= œ œµ œ œµ=œ= œµ œµ œ œ=
œ= œµ œ œµ œ=











ιœµ − ‰ Œ Œ
ιœ− ‰ Œ Œ
ιœ− ‰ Œ Œ
ιœ− ‰ Œ Œ
ιœµ − ‰ Œ Œ
Ιœµ − ‰ Œ Œ
ιœµ − ‰ Œ Œ
ιœ− ‰ Œ Œ
ιœµ ‰ Œ Œ
Ιœµ − ‰ Œ Œ
Ιœ− ‰ Œ Œ































































































































































∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀














































71 Œ œ œµ œ∀ œµ
Œ œ œµ œ∀ œµ
Œ œ œµ œ∀ œµ
∑
∑
71 Œ œ œµ œ∀ œµcup mute
Œ œ œµ œ∀ œµcup mute































œ œ œ œ œ œ
œ œ œ œ œ œ
Œ œ œ œ œ
∑
œ œ ˙
œ œ œ œ œ œ
œ œ œ œ œ œ
’ ’ ’















œ œµ Ιœ∀ −œ
œ œ∀ œ œ œ œ
œ œµ œ∀ œ œ œ
−˙
−˙
œ œµ ιœ∀ −œ
’ ’ ’
œ œ∀ œ œ œ œ
œ œ∀ œ œ œ œcup mute






















œ œ œ œ∀ Ιœ ‰
œ œ œ œ∀ Ιœ ‰










œ œµ Ιœ∀ −œ
œ œµ œ∀ œ œ œµ
œ œµ œ∀ œ œ œµ
Œ Œ œ œµ
∑
œ œµ ιœ∀ −œ
œ œµ œ∀ œ œ œµ
œ œµ œ∀ œ œ œµ
’ ’ ’
























œ œ œµ œ œ œ
œ œ œµ œ œ œ
Œ œµ œ œ œ
−˙
œ œ ˙
œ œ œµ œ œ œ
’ ’ ’
œ œ œα œ œ œ














œ œ ιœ −œµ





œ œ Ιœ −œα
œ œ œ œα œ œ∀
œ œ œ œα œ œ∀



















œ œ ιœ ‰ Œ
œ œ ιœ ‰ Œ




























∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀














































79 Œ œ œµ œ∀ œµ
Œ œ œµ œ∀ œµ
Œ œ œµ œ∀ œµ
∑
∑
79 Œ œ œµ œ∀ œµ
Œ œ œµ œ∀ œµ



























œ œ œ œ œ œ
œ œ œ œ œ œ
Œ œ œ œ œ
∑
œ œ ˙
œ œ œ œ œ œ
œ œ œ œ œ œ
’ ’ ’















œ œµ Ιœ∀ −œ
œ œ∀ œ œ œ œ
œ œµ œ∀ œ œ œ
−˙
−˙
œ œµ ιœ∀ −œ
’ ’ ’
œ œ∀ œ œ œ œ























œ œ œ œ∀ Ιœ ‰
œ œ œ œ∀ Ιœ ‰









œ œ œ œµ= œ
œµ œµ œ œ œ œ
œ œµ œ œ œ œ
œµ œ œ œ œ œ
œ œµ œ œ œ œ
œ œ œ œµ= œ
œµ œµ œ œ œ œ
œ œµ œ œ œ œ
’ ’ ’
œα œ œ œ œ œ
œ œµ œ œ œ œ

























œ œµ œ œ œ œµ=
œµ œ œ œ œ œ
œ œµ œ œ œ œ
˙
œµ œ= ˙
œ œµ œ œ œ œµ=
’ ’ ’
œα œ œ œ œ œ
œ œµ œ œ œ œ















œµ œ œ œ= œ





œα œ œ œ= œ
œ œµ œ œ œ œ




















































∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀



























87 Œ œ œ∀ œ œ
Œ œ œ∀ œ œ
Œ œ œ∀ œ œ
∑
∑
87 Œ œ œ∀ œ œ
Œ œ œ∀ œ œ



























œ œµ œµ œ œ œ
œ œµ œµ œ œ œ
Œ œµ œ œ œ
∑
œ œµ ˙
œ œµ œµ œ œ œ
œ œµ œµ œ œ œ
’ ’ ’
Œ














œ œα Ιœµ −œµ
œ œ œ œµ œµ œ
œ œ œ œµ œµ œ
−˙
−˙
œ œα ιœµ −œµ
’ ’ ’
œ œ œ œµ œα œ























œα œ œ œ Ιœ ‰
œα œ œ œ Ιœ ‰









œ œ∀ Ιœ −œµ
œ œ∀ œ œµ œ œµ
œ œ∀ œ œµ œ œµ
Œ Œ œ œµ
∑
œ œ∀ Ιœ −œµ
œ œ∀ œ œµ œ œµ
œ œ∀ œ œµ œ œµ
’ ’ ’
























œ œ œ œµ œ∀ œ
œ œ œ œµ œ∀ œ
Œ œ œµ œ∀ œ
−˙
œ œ ˙
œ œ œ œµ œ∀ œ
’ ’ ’
œ œ œ œµ œ∀ œ














œµ œ Ιœ −œ





œα œ Ιœ −œ
œα œ œ œ œ œ
œα œ œ œ œ œ



















œ œα Ιœ ‰ Œ
œ œα Ιœ ‰ Œ




























∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀









µ µ µ ∀ ∀
µ µ µ ∀ ∀
µ µ µ ∀
µ µ µ ∀
µ µ µ ∀ ∀
µ µ µ ∀
µ µ µ ∀
µ µ µ ∀

































































95 Œ œ œ∀ œ œ
Œ œ œ∀ œ œ
Œ œ œ∀ œ œ
∑
∑
95 Œ œ œ∀ œ œ
Œ œ œ∀ œ œ



























œ œµ œµ œ œ œ
œ œµ œµ œ œ œ
Œ œµ œ œ œ
∑
œ œµ ˙
œ œµ œµ œ œ œ
œ œµ œµ œ œ œ
’ ’’
Œ














œ œα Ιœµ −œµ
œ œ œ œµ œµ œ
œ œ œ œµ œµ œ
−˙
−˙
œ œα ιœµ −œµ
’ ’ ’
œ œ œ œµ œα œ

































Œ œ œ œ œ
play as written 2X, then fade with similar riff-like lines
Œ œ œµ œ œ
play as written 2X, then fade with similar riff-like lines
Œ œα œ œ œ
play as written 2X, then fade with similar riff-like lines
Œ œ œ œ œ
play as written 2X, then fade with similar riff-like lines
Œ œ œ œ œ
play as written 2X, then fade with similar riff-like lines
Œ œ œ œ œ
play as written 2X, then fade with similar riff-like lines
Œ œ œ œ œ




œ œα œ œ
play as written 2X, then fade with similar riff-like lines
Œ œα œ œ œ
play as written 2X, then fade with similar riff-like lines
Œ œ œ œ œ
play as written 2X, then fade with similar riff-like lines
Œ œ œ œ œ






’’ ’6/8 Bembé Feel

















œ œ Œ œ œ
œ œµ œ œ œ œ
œα œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ Œ œ œ
œ œ Œ œ œ
∑
’ ’’
œ œα œ œ œ œ
œα œ œ œ œ œ
œ œ œ œ œ œ









Œ œ œµ œ œ
œα œ œ œ Œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ Œ




œ œα œ œ
œα œ œ œ Œ
œ œ œ œ œ œ








œ œœ œ œ œ
œ œµ œ œ œ œ
œα œ œ œ œ œ
œ œα Œ Œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ, Œ Œ
œ œ œ œ œ œ
play as written 2X, then fade with similar riff-like lines
’ ’’
œ œα œ œ œ œ
œα œ œ œ œ œ
œ œα Œ Œ









Œ œ œ Œ
Œ œ œµ œ œ
œα œ œ œ œ œ
Œ œ œ œ œ
Œ œ œ œ œ
Œ œ œ Œ
∑
Œ œ œ œ œ
’’ ’
Œ
œ œα œ œ
œα œ œ œ œ œ
Œ œ œ œ œ









œ œµ œ œ œ œ
œα œ Œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ Œ œ,
Œ Œ œ œ
œ œ Œ œ œ
’ ’’
œ œα œ œ œ œ
œα œ Œ œ œ
œ œ œ œ œ œ









Œ œα , Œ
œα œ œ œŒ
œ œ œ œœœ
œ œ œ œœœ
∑
œ œ œ œŒ
œ œ œ œŒ
’ ’’
Œ œα , Œ
œα œ œ œŒ
œ œ œ œœœ













































































































































































































































œ œα ˙ œ œ
œ œα ˙ œ œ
œ œα ˙ œ œ
œ œα ˙ œ œ
œ œα ˙ œ œ
œ œα ˙ œ œ
œ œα ˙ œ œ
œ œα ˙ œ œ
œ œα ˙ œ œ
œ œα ˙ œ œ
œ œα ˙ œ œ
œ œα ˙ œ œ
œ œα ˙ œ œ
œ œα ˙ œ œ
œ œα ˙ œ œ
∑
































C 7( α 9)
C 7( α 9)
œ∀ œ ˙ œ œµ
œ∀ œ ˙ œ œµ
œ∀ œ ˙ œ œα
œ∀ œ ˙ œ œα
œ∀ œ ˙ œ œµ
œ∀ œ ˙ œ œα
œ∀ œ ˙ œ œα
œ∀ œ ˙ œ œα
œ∀ œ ˙ œ œα
œµ œ ˙ œ œα
œµ œ ˙ œ œα
œµ œ ˙ œ œα
œµ œ ˙ œ œα
œµ œ ˙ œ œα
œµ œ ˙ œ œα
∑







































































































































































































œ œα ˙ œ œ
œ œα ˙ œ œ
œ œα ˙ œ œ
œ œα ˙ œ œ
œ œα ˙ œ œ
119
œ œα ˙ œ œ
open, freely w/expression, lead trumpets 2, 3
œ œα ˙ œ œ
open, freely w/expression, lead trumpets 2, 3
œ œα ˙ œ œ
open, freely w/expression, lead trumpets 2, 3
œ œα ˙ œ œϖα
œ œα ˙ œ œ
œ œα ˙ œ œ
œ œα ˙ œ œ
œ œα ˙ œ œ
119
œ œα ˙ œ œ
119
œ œα ˙ œ œ
∑
119
œ œα ˙ œ œ
119
’ ’ ’ ’
119
’ ’ ’ ’
C 7( α9)sus
Ε






















C 7( α 9)
œ∀ œ ˙ œ œµ
œ∀ œ ˙ œ œµ
œ∀ œ ˙ œ œα
œ∀ œ ˙ œ œα
œ∀ œ ˙ œ œµ
œ∀ œ ˙ œ œα
œ∀ œ ˙ œ œα
œ∀ œ ˙ œ œα
œ∀ œ ˙ œ œαϖ
œµ œ ˙ œ œα
œµ œ ˙ œ œα
œµ œ ˙ œ œα
œµ œ ˙ œ œα
œµ œ ˙ œ œα
œµ œ ˙ œ œα
∑
œµ œ ˙ œ œα
’ ’ ’ ’
































œ œ ˙µ œ œα
œ œ ˙µ œ œα


















’ ’ ’ ’












































































































































































































‰ ιœ− ‰ ιœα − ‰ Ιœ−
’ ’ ’ ’ ’ ’
∑
‰ Ιœ− ‰ Ιœ− ‰ Ιœ
−
’ ’ ’ ’ ’ ’
































































C 7( α 9)
C 7( α 9)














‰ ιœ− ‰ ιœα − ‰ Ιœ−
’ ’ ’ ’ ’ ’
∑
‰ Ιœ− ‰ Ιœ− ‰ Ιœ
−
’ ’ ’ ’ ’ ’














‰ ιœ− ‰ Ιœ
− ‰ ιœα −
’ ’ ’ ’ ’ ’
∑
‰ ιœ− ‰ Ιœ
− ‰ Ιœ−
’ ’ ’ ’ ’ ’


































































































































‰ ιœ− ‰ ιœα − ‰ Ιœ−
’ ’ ’ ’ ’ ’
∑
‰ Ιœ− ‰ Ιœ− ‰ Ιœ
−
’ ’ ’ ’ ’ ’
















































































‰ ιœ− ‰ ιœα − ‰ Ιœ−
’ ’ ’ ’ ’ ’
∑
‰ Ιœ− ‰ Ιœ− ‰ Ιœ
−
’ ’ ’ ’ ’ ’














‰ ιœ− ‰ Ιœ
− ‰ ιœα −
’ ’ ’ ’ ’ ’
∑
‰ ιœ− ‰ Ιœ
− ‰ Ιœ−
’ ’ ’ ’ ’ ’



































































































































ιœα − ‰ Ιœ−
’ ’ ’ ’ ’ ’
∑
‰ Ιœ− ‰ Ιœ− ‰ Ιœ
−
’ ’ ’ ’ ’ ’

















































































ιœα − ‰ Ιœ−
’ ’ ’ ’ ’ ’
∑
‰ Ιœ− ‰ Ιœ− ‰ Ιœ
−
’ ’ ’ ’ ’ ’














‰ ιœ− ‰ Ιœ
− ‰ ιœα −
’ ’ ’ ’ ’ ’
∑
‰ ιœ− ‰ Ιœ
− ‰ Ιœ−
’ ’ ’ ’ ’ ’






















































































































152 œ, ‰ œ, œ, ‰ œ,
œ, ‰ œ, œ, ‰ œ,
œ, ‰ œ, œ, ‰ œ,




















ιx ‰ ιx ιx ‰ ιxsaxes
152
’’’’’’










œ œ œµ ιœ ‰ ‰
œ œ œµ ιœ ‰ ‰
œ œ œµ Ιœ ‰ ‰























œµ − œ− œâ œ− œ−
∑
œ− œ− œä œ− œ−
œ− œ− œâ œ− œ−
∑
œ− œ− œä œ− œ−
œ− œ− œä œ− œ−
œ− œ− œâ œ− œ−




œœα − œœ− œœâ œœ− œœ−
œ−
=˙
Û− Û− Û= Û− Û−brass





























œâ œµ − œ− œâ
‰ ≈ Θœµ − œ œ− œä −œ œ−
œä œ− œ− œä
œâ œ− œ− œâ
∑
œä œ− œ− œä
œä œ− œ− œä
œâ œ− œ− œâ




œœâ œœα − œœ− œœâ
=˙ œ=
Û= Û− Û− Û=


























œ, ‰ œ, œ, ‰ œ,
œ, ‰ œ, œ, ‰ œ,
œ, ‰ œ, œ, ‰ œ,
œ, ‰ œ, œ, ‰ œ,
∑














’ ’ ’ ’ ’ ’
ιx ‰ ιx ιx ‰ ιx
’ ’ ’ ’ ’ ’






œ œ œµ ιœ œ=
œ œ œµ ιœ œ=
œ œ œµ Ιœ œ
=
œ œ œµ Ιœ œ=
∑
















‰ ιœ− ‰ Ιœα − ‰ Ιœ−
’’ ’’’’x x x
ιx x=
’’ ’’’’x x x
ιx x=
ο ε
−œ œ œ œµ
−œ œ œ œµ
−œ œ œ œµ
















’’’’’’−x x x x
’’’’’’−x x x x
ο
























































































































œ, ‰ œ, œ, ‰ œ,
œ, ‰ œ, œ, ‰ œ,
œ, ‰ œ, œ, ‰ œ,














œ −œ= Ιœα −
’’’’’’
ιx ‰ ιx ιx ‰ ιx
’’’’’’





œ œ œµ ιœ ‰ ‰
œ œ œµ ιœ ‰ ‰
œ œ œµ Ιœ ‰ ‰











‰ ιœα − ‰ ιœα −
∑
∑







œµ − œ− œâ œ− œ−
œµ − œ− œä œ− œ−
œ− œ− œä œ− œ−
œ− œ− œâ œ− œ−
∑
œ− œ− œä œ− œ−
œ− œ− œä œ− œ−
œ− œ− œâ œ− œ−




œœα − œœ− œœâ œœ− œœ−
œ−
=˙
Û− Û− Û= Û− Û−




























œâ œµ − œ− œâ
œä œµ − œ− œä
œä œ− œ− œä
œâ œ− œ− œâ
∑
œä œ− œ− œä
œä œ− œ− œä
œâ œ− œ− œâ




œœâ œœα − œœ− œœâ
=˙ œ=
Û= Û− Û− Û=


























−œµ = Ιœ, œ=
−œ= Ιœ, œ=
























œ œ, œ= œ œµ œ
œ œ, œ= œµ œ œ
œ œµ , œ= œ œα œ
œ œ, œ= œα œ œµ










‰ ιœα − ‰ ιœα −
∑
∑
‰ ιœ− ‰ Ιœα − ‰ Ιœ−
’’’’’’‰ x x x x x









−œµ = ιœ, œ=
∑
−œ= Ιœ, œ=




























œ œ, œ= œ œµ œ
œ œ, œ= œµ œ œ
œ œµ , œ= œ œα œ
∑
œ œ, œ= œα œ œα
œ œα , œ= −œ
œ œ, œ= −œ
œ œ, œ= −œ
‰ ιœ−
‰ −œα =
‰ œœœα , œœœ= −−−œœœ
Ιœœœα
,
‰ ‰ Œ −
‰ ιœ− ‰ −œ=
’’’’’’‰ x x x x x
’’’’’’‰ x x x x x
























































168 −œ= Ιœ, œ=
−œ= Ιœ, œ=
−œµ = Ιœ, œ=
−œ= Ιœ, œ=




























œ œ, œ= œ œµ œ
œ œ, œ= œµ œ œ
œ œµ , œ= œ œα œ
œ œ, œ= œα œ œµ










‰ ιœα − ‰ ιœα −
∑
∑
‰ ιœ− ‰ Ιœα − ‰ Ιœ−
’’’’’’‰ x x x x x
’’’’’’‰ x x x x x
œ= œ œ œ œ= œ
œ= œ œ œ œ= œµ
œ= œ œ œ œµ = œ
œ= œ œ œ œ= œα


















’’’’’’x x x x x x
’’’’’’x x x x x x
œµ œ œ= œ œ œ
œ œµ œ= œ œ œ∀
œα œ œ= œ œµ œ
œ œµ œ= œ œ œ













‰ ιœ− ‰ −œ=
’’’’’’x x x x x x
’’’’’’x x x x x x
−œ= Ιœ, œ=
−œ= Ιœ, œ=
−œµ = Ιœ, œ=
−œ= Ιœ, œ=



















œ œ, œ= œ œµ œ
œ œ, œ= œµ œ œ
œ œµ , œ= œ œα œ
œ œ, œ= œα œ œµ










‰ ιœα − ‰ ιœα −
∑
∑
‰ ιœ− ‰ Ιœα − ‰ Ιœ−
’’’’’’‰ x x x x x









−œµ = ιœ, œ=
∑
−œ= Ιœ, œ=




























œ œ, œ= œ œµ œ
œ œ, œ= œµ œ œ
œ œµ , œ= œ œα œ
∑
œ œ, œ= œα œ œα
œ œα , œ= −œ
œ œ, œ= −œ
œ œ, œ= −œ
‰ ιœ−
‰ −œα =
‰ œœœα , œœœ= −−−œœœ
Ιœœœα
,
‰ ‰ Œ −
‰ ιœ− ‰ −œ=
’’’’’’‰ x x x x x
’’’’’’‰ x x x x x














































































































































‰ ιœα − ‰ ιœα −
’’’’’’
∑































































































‰ ιœα − ‰ ιœα −
’’’’’’
∑

















‰ ιœα − ‰ ιœα −
’’’’’’
∑
‰ ιœ− ‰ Ι
































































∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀





























































































‰ ιœα − ‰ ιœα −
’’’’’’
∑






















































































‰ ιœα − ‰ ιœα −
’’’’’’
∑





















‰ ιœα − ‰ ιœα −
Û {
∑
‰ ιœ− ‰ Ι






















‰ ιœ− ‰ −œ=
’’’’’’
’’’’’’





















∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀




















































































































































































































































∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀



























200 Œ œ œµ œ∀ œµ
Œ œ œα œµ œα
Œ œ œµ œ∀ œµ
Œ œ œα œµ œα


























œ œ= œ œ œ œ
œ œ= œ œ œ œ
œ œ= œ œ œ œ
œ œ= œ œ œ œ














œ œ= œ œ œ œ
œ œ= œ œ œ œ
œ œ= œ œ œ œ
œ œ= œ œ œ œ
















œ= œ œ œ œ= œ œ œ
œ= œ œ œ œ= œ œ œ
œ= œ œ œ œ= œ œ œ
œ= œ œ œ œ= œ œ œ














Œ œ œµ œ∀ œµ
Œ œ œα œµ œα
Œ œ œµ œ∀ œµ
Œ œ œα œµ œα





















œ œ= œ œ œ œ
œ œ= œ œ œ œ
œ œ= œ œ œ œ
œ œ= œ œ œ œ














œ œ= œ œ œ œ
œ œ= œ œ œ œ
œ œ= œ œ œ œ
œ œ= œ œ œ œ
















œ= œ œ œ œ= œ œ œ
œ= œ œ œ œ= œ œ œ
œ= œ œ œ œ= œ œ œ
œ= œ œ œ œ= œ œ œ





































∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀




















































































208 Œ œ œµ œ∀ œµ
Œ œ œα œµ œα
Œ œ œµ œ∀ œµ
Œ œ œα œµ œα
Œ œ œµ œ∀ œµ






















œ œ= œ œ œ œ
œ œ= œ œ œ œ
œ œ= œ œ œ œ
œ œ= œ œ œ œ














œ œ= œ œ œ œ
œ œ= œ œ œ œ
œ œ= œ œ œ œ
œ œ= œ œ œ œ
















œ= œ œ œ œ= œ œ œ
œ= œ œ œ œ= œ œ œ
œ= œ œ œ œ= œ œ œ
œ= œ œ œ œ= œ œ œ














œ= œ œ œ œ= œ œ œ
œ= œ œ œ œ= œ œ œ
œ= œ œ œ œ= œ œ œ
œ= œ œ œ œ= œ œ œ
























œ= œ œ œ œ= œ œ œ
œ= œ œ œ œ= œ œ œ
œ= œ œ œ œ= œ œ œ
œ= œ œ œ œ= œ œ œ



































∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀









































































































































































































































































































































































































∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀














































226 œµ , ‰ œ, œ, ‰ œ,
œµ , ‰ œ, œ, ‰ œ,
œα , ‰ œ, œ, ‰ œ,
œµ , ‰ œ, œ, ‰ œ,











226 ιœœœœ∀∀ − ‰ ‰
ιœœœœ∀ − ‰ ‰
Ι


















œµ œµ œα ιœµ ‰ ‰
œµ œα œµ ιœα ‰ ‰
œα œµ œα ιœ ‰ ‰
œµ œ œ ιœ ‰ ‰





















































œµ , ‰ œ, œ, ‰ œ,
œµ , ‰ œ, œ, ‰ œ,
œα , ‰ œ, œ, ‰ œ,
œµ , ‰ œ, œ, ‰ œ,















œµ œµ œα ιœµ ‰ ‰
œµ œα œµ ιœα ‰ ‰
œα œµ œα ιœ ‰ ‰
œµ œ œ ιœ ‰ ‰










































































∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀
∀ ∀ ∀ ∀



























234 œµ , ‰ œ, œ, ‰ œ,
œµ , ‰ œ, œ, ‰ œ,
œα , ‰ œ, œ, ‰ œ,
œµ , ‰ œ, œ, ‰ œ,



















œµ œµ œα ιœµ ‰ ‰
œµ œα œµ ιœα ‰ ‰
œα œµ œα ιœ ‰ ‰
œµ œ œ ιœ ‰ ‰


































Œ − œ, ιœ=
Œ − œµ , ιœ=
Œ − œ, ιœ=
Œ − œ, ιœ=
Œ − œµ , ιœ=
Œ − œ, Ιœα=
Œ − œ∀ , ιœµ=
Œ − œ, ιœ=
Œ − œ, Ιœ=
Œ − œα , Ιœ=
Œ − œ, Ιœ=
Œ − œ, Ιœ=
Œ − œµ , ιœ=
−œ œµ , ιœ=




œœœœ∀ − ‰ ‰ œœœœµα , Ι
œœœœ=





Œ − Œ Ιœ=
crotale or chimes (C#)



































ιœ= ‰ Œ Œ
Τ
ιœµ= ‰ Œ Œ
Τ
ιœ= ‰ Œ Œ
Τ
ιœ= ‰ Œ Œ
Τ
ιœ= ‰ Œ Œ
Τ










ιœœœœ∀∀ = ‰ Œ Œ
Τ
Ι
œœœœ∀ = ‰ Œ ŒΤ
−=˙τ
−{Τ















ιœ= ‰ Œ Œ
Τ
ιœµ= ‰ Œ Œ
Τ
ιœ= ‰ Œ Œ
Τ
ιœ= ‰ Œ Œ
Τ
ιœ= ‰ Œ Œ
Τ
∑Τ








ιœœœœ∀∀ = ‰ Œ Œ
Τ
Ι
œœœœ∀ = ‰ Œ ŒΤ
−τ˙=
−{Τ














ιœ= ‰ Œ Œ
Τ
ιœµ= ‰ Œ Œ
Τ
ιœ= ‰ Œ Œ
Τ
ιœ= ‰ Œ Œ
Τ












ιœœœœ∀∀ = ‰ Œ Œ
Τ
Ι
œœœœ∀ = ‰ Œ ŒΤ
−τ˙=
−{Τ













ιœ= ‰ Œ Œ
Τ
ιœµ= ‰ Œ Œ
Τ
ιœ= ‰ Œ Œ
Τ
ιœ= ‰ Œ Œ
Τ









Ιœ ‰ Œ ŒΤ
Ιœ ‰ Œ ŒΤ
Ιœ ‰ Œ Œ
Τ





















fill around this voicing
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